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iABSTRACT
This inquiry explores surface as a boundary condition in the conception, construction and consumption of 
architecture through the work of AO: The Architecture Office. The project undertakes research “into, for and 
through design” (Frayling 1993) by critiquing a body of built and unbuilt projects situating these in the context of 
the discipline and exploring hypotheses from these endeavours in a new design project. 
The research leverages both architectural theory and practice through the writings of Semper and Loos, 
philosopher Avrum Stroll and draws more contemporary writings and projects, notably those by Andrew Benjamin 
and Nader Tehrani. A key premise of this research casts surface as the simultaneous limit of material and 
boundary of space. Further that surface, whether expressed or implied, solid or screen, defines both experience 
and performance through affect and effect. The dual roles of surface in this definition moves away from existing 
notions in the discipline whereby of surface as first and foremost a material condition, from surface as cladding or 
skin, patterned or otherwise to surface as the conceptual state of the boundary. 
Through a process of critical reflection which includes the re-documentation and re-presentation of previous 
work, the research identifies a method through which ideas in my work are conceived, represented and developed 
and, more broadly, proposes an alternate means for the contemplation of built form in a manner that facilitates 
simultaneous processes of conceptual endeavour, technical resolution and the experience of occupation – each 
through the lens of surface. 
PROLOGUE
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INTRODUCTION
The research undertaken in the production of this dissertation explores the role of surface in the conception, 
representation, construction and occupation of built form through the lens of my design practice AO: The 
Architecture Office (AO). The framework for the research draws upon my broader practice in architecture which 
extends beyond the bounds of designing buildings; I am an educator and regularly publish in professional and 
academic journals. This document draws on my persona as a “designerly researcher” to explore the work of my 
“researcherly” design practice and make a modest contribution to the discipline (Yee 2017 p.155). I am by no means 
alone in working in multiple areas of the discipline. However, these varied modes of operation have shaped the 
manner in which I design and the way in which this research has been undertaken; research which is “into, for and 
through design” (Frayling 1994). Research ‘into’ the design work - though critical analysis of design projects work 
itself, research ‘for’ the design work by developing a deeper understanding of the philosophical and theoretical 
context in which it sits, and research ‘through’ design in both the creation of new analytical drawings of existing 
projects.
A number of the projects examined in this document are collaborative works, in particular the body of work 
undertaken with Adam Russell). I am indebted to Adam for the intellectual and pragmatic rigour he brought to our 
work together. This document reflects on ideas developed in and around these projects. In a collaborative practice 
such as DRAW it is almost impossible to decouple whose idea was whose at their inception, these projects are 
the result of our collective intellect and efforts. Projects such as the Great Hall at the University of Technology 
Sydney would not be as successful without the creative energy of Adam and our team. However, this thesis is 
an independent interrogation and expansion of these ideas through deeper reflection and further research. For 
the purposes of this document the term AO used in reference to projects undertaken as DRAW refers to my 
own views and reflections on that body of work and the work created subsequently. This research projects new 
directions for both my creative practice and endeavours beyond it.
A fundamental proposition for the methodology and structure of this document is a belief that to truly reflect on 
one’s practice one must endeavour to produce not only a personal reflection on their work but also to step as far 
outside the work as possible. That is to be its critic; locating it not only in the context of project circumstances 
and/or a community of professional practice, but also situating it in the broader theoretical context of the 
discipline which has shaped it directly or indirectly. Just as the weary traveller returning from their sojourn is able 
to see their home in a new light, this document at times distances itself from the design practice in order to see 
it more clearly. In that sense this research steps away from what Marcelo Stamm might call “the bull [the work]” 
(2016) to better understand its form and trajectory, then returns to it with a renewed perspective to shape future 
directions. Paul Minfie argued in his 2010 doctoral thesis “Design Domains” (p. 13) that it “is not possible to fully 
and critically examine (one’s) own projects from outside, freed from the intentions of their author ... It seems 
important, as a practitioner, to be able to provide an account of a project that has a demonstrable correspondence 
to identifiable attributes of the artefact as it stands alone. This is perhaps not such a pressing concern to a critic 
who may seek to locate a project within a broader context.” Standing alone” suggests some form of autonomy 
and/or a level of intuitive reading of one’s own work free from the context of the discipline that shaped it – 
directly or otherwise. I suggest this context is impossible to refute and should be directly engaged with. Many 
architects intimate they work in an intuitive manner; Albert Einstein’s thoughts on intuition are of value in this 
context and he notes “a new idea comes suddenly and in a rather intuitive way. But intuition is nothing but the 
outcome of earlier intellectual experience.” (Pipes 2017). Put another way, an architect I once worked with very 
early on in my career stated; “Einstein said ‘Intuition is the sum of acquired knowledge!’ So to be intuitive John, 
you need to know more. Know more, John, know more !!!” Hence to reflect, even in an intuitive manner, one must 
expand one’s knowledge base which I have attempted to do in a number of the following chapters. It may be true 
that one cannot be completely objective when reflecting on their own work. However, the proposition herein is 
it is incumbent on a critical creative practitioner (aka designerly researcher) to contextualize their with the same 
intensity and scrutiny as the independent critic – to simply know more and share this awareness with others in 
order to create new knowledge. For me, this is the very nature of practice-based research, that is to practice 
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critically is to simultaneously explore the ‘attributes of the artefact’ as well as its context beyond the mechanics 
of its production (i.e. pragmatics of sites, clients, planning laws, building physics, budget constraints etc.) and the 
metaphysics of its occupation. To that end the format of this document takes on three interwoven parts each 
with a unique identity; the “Report”, the “Diary” and the “Journal”. The “Report” is simply the mechanism which 
binds the “Diary” and the “Journal” together providing an overview of the research and detailed information such as 
image credits etc. 
The “Diary” takes the shape of a series notebooks authored by my researcherly designer persona. They contain 
typed memos that have been “scanned” and bound into the report as precursors and post-scripts to the various 
volumes of the “Journal”. The “Diary” fully embraces the subjective nature of personal reflection, telling the stories 
of the projects, their particularities, problems and processes; and outlines the process of this research thus 
revealing more intimate, subjective observations and ambitions. It is a series of reflective postscripts (Snooks 
2014 p.29); a memoir if you like. One may of course disagree with the design techniques or find the opinions on 
the discipline frustrating but as it is a personal account it is generally irrefutable. The “AO Files” (the “Journal”) is 
a fictitious academic publication - a piece of ‘ficto-criticism’ (Frichot 2013). The title is a play on the Architecture 
Association’s publication “AA Files” with its graphic identity borrowed from John Morgan’s redesign of the 
publication in 2007. As far as possible the “Journal” is written objectively in the third person, adopting the format 
and tone of a conventional research publication applying accepted scholarly protocols. Yee would likely suggest it 
has been authored by a designerly researcher (Yee 2017). The “Journal” explores design projects from 2006 to 
2019 critically contextualizing the work locally, nationally and globally in relation to built and unbuilt projects by 
other architects as well as architectural theory that has, on reflection, shaped my work and/ or its direction in 
the future as much as buildings I have visited or studied. An idea supported by Jonathan Hill, he notes “If everyone 
reading this text listed all the architectural works that influence them, some would be drawings, some would be 
texts, and others would be buildings either visited or described in drawings and texts.” (Hill 2006 p. 331)
As the “AO Files” author I acknowledge there is a level of subjectivity associated with it. The inference is that the 
“Journal” could be a standalone academic publication, thus (I hope) its tone and format imply a level of rigour. The 
“AO Files” is as yet an unpublished work, as such it sits within the “Diary” as “proof” pages allowing for a final 
“edit” via a series of comments and notes. The “AO Files” will be exhibited as a separate “publication” within the 
exhibit that forms part of the examination of this research in June 2019. For the purposes of this construct the 
term “AO” in the “Journal” is interchangeable with I/my and at times DRAW. I again acknowledge the significant 
contribution of Adam Russell in many of the projects herein and for triggering the initial critical reflections on our 
work together. The “Diary” and the “Journal” have a symbiotic relationship, a reflection of the manner in which the 
various parts of my own practice relate. The connection between the two is mutualistic; each is an identifiable 
whole yet directly benefits from the existence of the other.
viv
PROPOSITION
The methodology of this document loosely follows the sequence set out by Blythe, Johnson and Van Schaik in 
“The Evolution of the Invitational Program of Design Practice Research Architecture and Design” (2011) insofar as it 
interrogates an existing body of work in search of unifying themes and ideas. It then contextualises these in order 
to find the most common, most interesting and/or strongest traits, finally projecting new directions based on the 
outcomes of these endeavours through new work, analysing that work in a similar manner. Whilst the projects 
and ponderings of this dissertation may appear to be chronological it should be understood that the reflective 
process has been, and hopefully will continue to be, circular. Observations made on the work by myself, by peers in 
professional publications and by colleagues and advisors during the process of this PhD have retroactively spurred 
new investigations through parallel (and occasionally tangential) research over the course of this project which 
have re-framed the work since its initial conception.
Volume 01 entitled “Precursors” introduces the body of work completed in collaboration with Adam Russell 
between 2006 and 2013 in a didactic manner through photographs, images and drawings – a teaser. Volume 02 
“Positions” includes chapters that identify urges (Blithe 2016) and tropes in my reading of this work triggering 
matters for more intense scrutiny and research. The projects are then contextualised in architectural theory on 
surface and make comparisons to other architects such as Office for Metropolitan Architecture (“OMA” inspired 
the practice name AO), Bjarke Ingles Group (BIG), Office dA/NADAAA (in particular Nader Tehrani), Foreign Office of 
Architects (Farshid Moussavi and Alejandro Zaera-Polo collectively and individually), Herzog & de Meuron and locally 
Lyons, John Wardle Architects and Terroir.
One particular idea, that of “thinness” in the conception of space was initially explored through a material 
proposition – cheap/thin metal cladding etc. Mark Taylor’s paper “Surface Talk” (2003) introduces the writings of 
American philosopher Avrum Stroll and makes connections between concepts of surface and design explorations 
in the digital realm – a space in which much of my design work is developed and as such has been an influential 
trigger for this thesis. Exploring Stroll’s concepts in particular on thinness further shaped a new understanding of 
surface more broadly. Thinness in the context of this work is an elastic term, it considers paint as a surface say 
in the stripped façade of the Marrickville SES, vinyl text in the anamorphic text of the Hoardings installations for 
the University of Technology Sydney or the 6.0mm thick aluminium panels that line The Great Hall on the same 
campus. The work of Office dA/NADAAA and the writing of Nader Tehrani have also been particularly informative 
for this research. The 2002 paper “Connubial Reciprocities of Surface and Space” authored with Monica Ponce de 
Leon helped in framing the ideas for this project and laying foundations for new directions in the work. In addition 
to theoretical texts, the influence of Office dA/NADAAA’s project work is evident in the Great Hall and Gallery 
Lance Cove amongst other projects.
Re-documenting a select group of projects in the early phases of the PhD led to the discovery of new ideas 
within it. Ideas such as “the agency of poche” (Tehrani and Ponce de Leon 2002) as a design tool/tactic 
and understanding the “interior made solid” form the basis of key chapters. Poche relies on the line to bind 
representations of both space and structure in two dimensions and as Andrew Benjamin points out it “...becomes 
the architectural correlate to the surface” (2006 p. 14) and thus projects a third dimension. Exploring Stroll, 
Thompson Clark and J.J Gibson’s theories of surface as a boundary through my work has been a revealing process 
for me deepening my understanding of my own work and using it as a lens through which to examine and analyse 
the work of others.
Notwithstanding, as lines and digital surfaces are translated into built form they subsequently demand that the 
challenges of construction are overcome; Adolf Loos described these challenges as “the architect’s second task” 
(Loos 1898). Metaphorically this second task is the infill of the spaces between surfaces alluded to in the title of 
this document, that is between/behind the surfaces of, dare I say, cladding and lining. The title also implies another 
“between” - between the outer faces of surfaces. In that place the primary task of surface is to make spaces for 
people.
Volume 03 “Progression” investigates projects undertaken since re-establishing my independent design practice in 
late 2013, two undertaken shortly before commencing this PhD and two during the course of the research one of 
which was the design of a small pavilion for the University of Queensland. A paper on the pavilion in the context 
of this research has been published in the prestigious academic journal Interstices: Journal of Architecture and 
Related Arts and is included as an appendix.
Volume 04 “Projections” documents the evolution of the design of a new house which began mid-way through 
this PhD which is approaching the commencement of construction documentation as this research wraps up. 
This volume explores the manner in which findings from Volume 02 are played out in the design of the new house 
which is for myself and one other family. The design process couples a repertoire of pre-existing formal and 
spatial tactics with new concepts and techniques developed in the re-documentation process informed by parallel 
investigations outside the discipline to evolve a method of succinctly investigating design ideas and testing them in 
new contexts which are both philosophical and physical.
“Post Script” summarises key findings in “Diary” format that expand existing ideas on surface and proposes new 
ones as evidenced in my work through design propositions, built projects and the processes that create them. 
It reflects on the specific influence the writing of Avrum Stroll have had on the analysis of this work and how 
together they offer a distinct reflection on surface in architecture from the otherwise conventional references 
(Semper et. al). “Post Script”outlines key discoveries which include: redrawing and documenting as a creative 
practice, surface as boundary – as the simultaneous limit of material and boundary of space and, the ‘multifarious 
surface’ – an idea which allows surface to remain in the abstract as it evolves through the life of a project from 
polyhedral propositions, through the pragmatics of production and into multiple perceptions of the artefact.
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Volume 01
I am not the first person to ask “What is an 
architect?”. Jacques Herzog and Pierre de Meuron 
asked this in their interview with Alejandro Zaera- 
Polo (1993), Leon van Schaik et al. asked this same 
question in “The Evolution of the Invitational 
Program of De-sign Practice Research Architecture 
and Design” (2011 p.35) – it seems to be a recurring 
theme in the discipline. I certainly did not know 
the answer when, at primary school I decided that’s 
what I wanted to be and even after 30 + years in 
practice I am not sure that I know now. I will say I 
am sure there is no single answer and that there are 
many varied possible replies to this query, as many 
as there are to the question “What is architecture?” 
This is potentially why I get so very frustrated when 
I hear the comment, (often in the context of the 
critique of student work) “That’s not architecture!” 
- particularly when the discipline itself is 
continually debating the topic. 
This document does not attempt to (re)define what an 
architect or architecture is. It documents my journey 
through independent practice in the profession, 
as a writer, researcher and educator to find out 
more about “what I am as an architect” and, with a 
nod  to Professor Pia Ednie-Brown “what I do”. It 
tells stories of how projects came to be, events 
that surrounded them, the thoughts that shaped them 
as they developed at the time and new ideas I have 
had about them as a result of this endeavour. More 
importantly beyond my own thought bubble, this work 
provides other architects and re-searchers an insight 
into a way of understanding buildings through their 
surfaces one which sits out-side the more established 
discourse on the topic which often than not deals 
with ornament, structure and materiality. 
Background
The following diary entries offer the reader further 
reflections into the mindset and machinations 
of my practice work with Adam Russell providing 
personalized insights on the projects and the 
research thereof.
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It is important to acknowledge surface or at least 
the way I in which I view it, as not the only tool 
in the architect’s arsenal and also that there is a 
myriad of political, cultural, financial and technical 
circumstances that inform design ideas and decisions. 
Regardless of their origins concepts need to be given 
form – this thesis suggests one method of doing so 
is through surface operations. Once ideas take form, 
how are they and choices that led to their inception 
perceived by their audience? Does it matter? Does 
it matter if the user, viewer or critic invent new 
stories about the creation of the artefact and 
the artefact itself? I argue surface plays a key 
role regardless and suggest that surface plays a 
significant role in the life of a building post-design 
... post-architect. 
My decision to join this rather insane profession was 
influenced by my (non-architect) mother’s dabbling 
in macramé and so on, along with my (non-architect) 
father’s constant tinkering in the work-shop under 
our home in suburban Sydney. Before I was born, 
my father designed our house. The long east- west 
facing asbestos clad house was reasonably fashionable 
when designed but thermally inefficient; boiling hot 
in summer and freezing cold in winter. I remember 
watching the first extensions being built, collecting 
nails at the end of each day and pestering the 
builder to tell me what was going on when he was 
looking at dad’s high-quality drafting. My mother, 
who’d once worked as a receptionist in an architect’s 
office, thought my attributes of an inkling for art, 
yet not an artist and not quite the mathematical 
brain for engineering made architecture an ideal 
career for me – she even arranged work experience for 
me in Year Ten. My first project was realised around 
the age of nine. 
I studied at The University of Newcastle in the late 
1980’s / early 1990’s at a time when the program had 
not yet found the voice it is currently famous for 
through Lindsay Johnson’s introduction of Practice 
Professors Peter Stutchbury, Rick Leplastrier and 
senior architects of similar dispositions. The course 
was structured on ‘problem-based learning’ where all 
subjects supported the de-sign challenge at hand. 
When designing houses, we studied them in history/ 
theory and learned about how they were built in our 
construction subject. It’s a process of learning 
I still support. Memorable people that shaped my 
approach to architecture include Andrew Metcalfe and 
Stephen Varady. Stephen triggered my passion for 
the discipline outside the office; for teaching, for 
public discourse and writing, I went on to work with 
him after graduation. 
Fig.D1.1 GARAGE sketch from memory Fig.D1.2 GARAGE sketch from memory
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After two years with the ‘commercial’ practice Kann 
Finch I joined HASSELL where I worked for nine years, 
five of those as an associate. I played a lead role 
in the design of the public domain at Sydney Olympic 
Park (pre 2000), the National Institute of Dramatic 
Arts (NIDA), the Parramatta Transport Interchange 
as well as a stint in collaboration with Foster and 
Partners working on 126 Phillip Street, an office 
tower in Sydney. Frustrated by the bureaucracy of 
large practice and a desire to simply do my own thing 
I went out on my own in 2006 with almost no work. I 
survived consulting to Kann Finch, along with a café 
fit-out here, a house renovation there, with teaching 
and writing supplementing my in-come. When setting 
up my practice I consciously avoided using my own 
name, partly as it is difficult to spell and that I 
had an ambition to grow and bring in others without 
having to rebrand. The Architecture Office (AO) takes 
clues from the Office of Metropolitan Architecture 
(OMA). I had considered Studio DA (DA for de Manincor 
Architecture / Development Application) until a 
Google search led me to discover Office dA and the 
work of Nader Tehrani and Monica Ponce de Le-on for 
the first time. Within a few months working on my own 
I re-lised I missed the creative in-put of others 
– even if that input was simply to challenge my 
position and push it elsewhere, to evolve it / make 
it better. 
I met Adam Russell around 2004 at a conference 
on Green Buildings (before the establishment of 
the Green Building Council of Aus-tralia). He was 
presenting work he’d done with a former employer and 
I was presenting NIDA. Over the next few years we 
discussed the shortcomings of being in sole practice 
and our shared passion for things in architecture 
that were “bigger” than the project. We’d both 
been fortunate enough to work under architects who 
were active outside their businesses both in the 
Australian Institute of Architects and in educational 
contexts. This led us both to be-come tutors and 
studio leaders at schools in Sydney and to be ac-
tive in the profession through panel discussions 
and writing for various journals. I was City Editor 
of Architectural Review Australia (2008-2010) and 
a Contributing Editor of Architecture Aus-tralia 
(2012- 2016). Adam was enrolled part-time in a PhD at 
the University of Technology Sydney (UTS) exploring 
“Mixed Use Urban-ism” under the supervision of Sandra 
Kaji-O’Grady. Sandra asked Adam to lead an urban 
design studio in the Masters program there in early 
2006 and Adam subsequently invited me run the studio 
with him. This small collaboration strengthened our 
understanding of which views we shared and where 
differences lay. These were not so much different 
opinions per se but differences in specific interests; 
Adam’s in ‘the urban’ and mine in ‘materials’. Based 
on these discussions we decided to join forces as 
DRAW (de Manincor Russell Architecture Workshop) in 
late 2006 without ever having worked on a design 
project together.
Our extra-practice activities spilled over into our 
office which we felt was a place of inquiry/ critique 
– we liked to think we were a ‘critical practice’ 
seeking something new, exciting – unsure of how we’d 
make it happen. Richard Blythe might (retrospec-
tively) have called us “venturous practitioners” 
(Blythe 2016). Like many before us we employed 
some of our students and/or other tutors. Adam and 
others from the practice launched “Makespace for 
Architecture: an independent agency that seeks to 
challenge and recalibrate normative ideologies found 
in architecture, design and the built environment of 
Sydney”.
Adam introduced me to social media, we both actively 
posted ideas from our work, opinions on the work of 
others and thoughts on the state of architecture. I 
can’t recall if it was through Twitter or Facebook 
that Professor Leon Van Schaik got in touch with us 
in around 2010, suggesting we enrol in the PhD by 
Practice program. We were flattered and thought it 
may help us to sharpen our shared interests, merge 
slightly divergent ones and allow us to bring these 
ponderings back to the work to propel it further. 
My son was one at the time, and Adam’s second child 
even younger; we’d also just given birth to the 
competition-winning scheme for the UTS Great Hall 
- not ideal timing for either our practice or our 
families for breeding new ideas.
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Prior to the Great Hall project at UTS our work often 
had small budgets; minor residential renovations and 
a series of modest local government commissions. 
This frequently led to the use of in-expensive 
materials where we aimed to make something extra 
“out of ordinary” – a term borrowed from a talk of 
the same title by Collins and Turner Architects. We 
took joy in manipulating mundane materials (profiled 
metal, plywood, plaster, paint) to weave our own 
little piece of magic. The majority of DRAW projects 
investigated in this thesis are ones that represent 
my own underlying interests in surface, material and 
meaning. These ideas have developed over the course 
my work with DRAW explored in this document, through 
an independent research project undertaken with the 
sup-port of the Byera Hadley Travelling Scholarship 
and through my involvement with the 2013 Australia 
Institute of Architects’ Nation-al Conference 
“Material” which I co-directed with Sandra Kaji- 
O’Grady.
Due to personal circumstances my family and I moved 
to Brisbane in 2013. DRAW did not have sufficient 
project work to sustain two of-fices in separate 
locations. Like many practices there was a lit-
tle creative tension that we felt might worsen with 
distance. With some sadness Adam and I put a line 
through DRAW at that point. Leveraging many years in 
teaching I took up a part-time role at the University 
of Queensland in 2014, only taking projects that 
piqued my interest in relation to this PhD and the 
ideas it ex-plores. 
P. 9P. 8
Over the course of my career to date I have had the 
good fortune to participate in discourse, forums 
and symposia on the discipline; and to collaborate 
with leaders of the profession and academia. 
Through the Byera project and other research I have 
formed working relationships with academics and 
practitioners across the globe, mostly in the USA. 
These “close colleagues” include Jinhee Park of SSD 
(NYC/Seoul), John Hong (Seoul), Jeremy Edmiston 
(NYC), Ron Rael and Virginia San Fratello (SFO), and 
Nader Tehrani (NYC), each of whom has directly or 
indirectly shaped my practice. 
Given the non-linear nature of my practice and 
diversity of influence outlined above it is not 
surprising that the work in this document appears 
at first glance to have, in the words of my PhD 
supervisor Professor Martyn Hook, “a rabid 
diversity”, diversity in scale, type and approach 
(HOOK circa January 2019). This re-search does not 
attempt to sweep the “mess” into neat piles, rather 
looks for clues that tie the scattered pieces of 
evidence t-gether in search of the ‘tacit knowledge’ 
that enables me to practice the way that I do (van 
Schaik 2011 p.35). It is worth clarifying the very 
nature of the word ‘tacit’ before asking questions 
of knowledge. The word itself is synonymous with 
‘implicit’ and ‘understood’, but also with words such 
as ‘unstated’ and ‘silent’. Both are relevant to 
the research question I have set myself; that which 
explores the nature / role of surface (and therefore 
space) in my work and be-yond it. For me the question 
itself can not only be about my de-sign practice in 
isolation, the irony as I write this document alone 
is acknowledged.
So where does knowledge, tacit or otherwise come 
from? It is not from gene-driven individual talent 
but rather through exposure to a raft of influences 
from both within and external to the discipline de- 
pending on the individual. That said, there is a 
place for individual thought ... in our heads, where 
I and other design practitioners process things in 
the fleeting first instance of de-sign, even before we 
enter any form of discourse or representation. That’s 
where we make up the anecdotes that feed our design 
processes based on abstract clues presented to us as 
‘give’ by others or through our own investigations 
triggered by those same clues and facts. I use the 
term anecdote as it has a jovial quality, one made 
entertaining and explicit in RMIT alumnus Dr. Michael 
Banney’s Ph.D thesis. He argued that “a series of 
anecdotes ... corroborate one another, in search of a 
meta anecdote - a conviction.” (2018 p. 6). I suggest 
that while such evidence works in the context of the 
case at hand when we share those facts with others we 
can build stronger case in the future. 
In a similar manner Nader Therani uses another 
legalistic term in association with design process; 
“alibi”. He, with Monica Ponce de Leon, once raised 
the idea that whilst geometric logics, structural 
rules etc. may be consciously misconstrued as 
“architectural facts” in their work, they represent 
arbitrary reasons for making design decisions and 
that “After all, one’s alibi may be false, a mere 
pretext to get away with the crime.” (T/deL 2002 p. 
22).  I am fascinated by “anecdotes” produced through 
discourse within and external to the discipline 
as much as “architectural facts” that include 
material performance and constructability. Each 
of these provide me with enough evidence, to have 
the confidence to develop an idea and to defend it, 
firstly and foremostly to myself - the harshest critic 
of my work. To do this, like in any legal case, I 
look for precedent that suits my own cause, it is 
my contention that we designers all edit the facts 
to create fictions that drive any given project. It 
has most definitely been the case in this research 
endeavour. 
P. 11P. 10
To return to my earlier point, a question that’s 
not been satisfactorily answered for me in existing 
knowledge is “what gives ideas form?” There is 
innumerous diatribe that describes architects’ 
responses to contextual issues, materiality concerns, 
performance criteria, budget constraints, planning 
laws etc. etc. BUT (Your Honour), I submit that once 
analysis is said and done, the architect meditates 
and acts... (Your Honour) they make decisions that 
involve the making of form and that form has limits, 
some-times rational (ist) sometimes exaggerated ... 
logical, illogical ... flamboyant, functionalist call 
it what you will, but buildings need form! These 
forms make spaces where people live, work, play and 
postulate. Form, for the most part is defined by 
surface. “Surface operations” as I call them are an 
implicit part of prac-tice, they define the edges of 
the materials that make our ideas visible – that they 
give them form. What we enjoy as architects, and what 
I enjoy, is when we are able to imbue the forms which 
de-fine spaces with implicit ideologies, inferred 
ideas, implied idi-osyncrasies, silent systems, 
understood misunderstandings and un-stated wordless 
wonder. 
P. 13P. 12
Reflections on the process of this research
My pre-application presentation was via Skype in a 
discussion with Professors Martyn Hook and Marcello 
Stamm. The technology worked reasonably well. As most 
practitioners going through this process probably 
do, I presented edited highlights of buildings and 
competitions I’d worked on over the past 20 years 
(+/-). I’d been contemplating exploring my work and 
where it sat within the discipline for some time, it 
is in my nature to do so. A variety of personal and 
professional circumstances led me to make what was a 
fairly rushed application. Once I’d made up my mind 
to enrol I wanted to start in a formal sense as soon 
as possible; technically, I had about two weeks to 
formally enrol in that particular semester. Hence, I 
came to the pre-application with a reasonably clear 
idea of what I’d wanted to explore over the course of 
the next three and a half years.
The working title of the research at that time was 
“Surface: Material Limits, Spatial Boundaries, 
Pragmatic Misconceptions”. I’d read some of Leon 
et al.’s publications on practice through the 
RMIT program. From that intel’  I put together a 
presentation that included material from major 
projects in large practice, work from the DRAW 
folio, thoughts on material politics from research 
undertaken as part of the Byera Hadley Travelling 
Scholarship (2008~2010), hints at a “community of 
practice”, images of books from my desk at the time 
including “Ornament: The Politics of Subjectivity and 
Architecture” (Antoine Picone – 2013), “The Function 
of Ornament” (Michael Kubo and Farshid Moussavi Eds. 
– 2006), “One Thousand Years of Non-linear History” 
(Manuel De Landa – 2000) [heavy stuff!] and “The 
Politics of the Envelope: a political critique of 
materialism” (Alejandro Zaera Polo – 2008).
LOOKING BACK
I did not take notes nor record the discussion (I 
wish I had) but it seemed to go down OK. I do have 
one very clear recollection of Marcello saying 
something along the lines of “Yes … this is all very 
interesting stuff and there’s something in here … but 
PLEASE not another thesis on ornament and skin!!!” 
At first, I took this as negative – I tend to react 
in that manner. It was clear to me in mulling over 
the work leading up to that discussion and ever 
since that time that the techniques I’d deployed 
in practice and the outcomes of those techniques 
had something to do with the way in which I thought 
about surface… material… volume… space… narrative… 
a sprinkle of politics… and experience - all this 
without specific interest in ornament itself. Marcello 
did not have a deep insight into my work, perhaps 
he was pointing out that there’s A LOT of work out 
there on skin, surface, ornament and indeed there 
is. Regardless, Marcello’s comments have indirectly 
framed this research, from that day it took an 
immediate tangent. I say tangent as, being stubborn 
in nature, I was sticking to surface, but thanks to 
Marcello and of course Martyn, I had to scratch it 
deeper to reflect on my work and shine some new light 
on the discipline. 
P. 15P. 14
The Symposia
My ‘Review of Candidature’ presentation was titled 
“Surface Operations: Material Limits, Spatial 
Boundaries, Political Projections” and focused on two 
layers of inquiry. First, the “political projections” 
was presented under the subheading of “Material 
Matters (affect and agency)”. This material drew from 
a research project I’d undertaken with the support 
of the Byera Hadley Travelling Scholarship. Entitled 
“Aesthetics Recycled” which had examined existing 
and new uses for recycled materials in the built 
environment, either reused (an old door as new door), 
repurposed (a shipping container as gallery) and 
reconfigured materials (3d printing from vulcanised 
car tyres). At that time of the original research I’d 
concluded that “the junk aesthetic” when used in the 
developed world (i.e. reused and repurposing) had 
to some degree a kind of socio-political overtone 
often with good intentions but equally through a 
fetishisation – I saw this as a kind of “material 
politics”. The reconfiguration path seemed, and still 
seems, to hold great potential for new materials and 
forms. A separate presentation began to explore the 
idea/s of material limits and spatial boundaries 
illustrated through an existing body of projects. 
This presentation established a number of recurring 
themes in the work; “thinness”, the “second skin” and 
a touch of political commentary.  
Key points made by commentators at the time included; 
a suggestion to explore the “second skin”, the 
possibility of a mapping exercise, advice to be 
specific on a personal view of surface, a deeper 
politically loaded question on the role of the 
envelope in relation to Foreign Office of Architects 
work and in particular Alejandro Zaera-Polo’s paper 
“The Politics of the Envelope”.
My own reflections of the presentation suggested that 
whilst there is significant scope in the possibilities 
of research into “material politics” and indeed R&D 
in composite materials – this is not specifically 
where my creative practice had been or was headed at 
the time. That theme has dropped away for the most 
part in this iteration of my creative practice. I 
have left this seed to sit, it may sprout again at 
some point in the future. Other reflections began to 
play out at subsequent symposia presentations.
For the following panel discussion, I dropped the 
“Political Projects” from the thesis title to 
simply “Surface Operations: Material Limits, Spatial 
Boundaries” focusing on these two conditions. The 
presentation included situating my practice in the 
context of architects and critics who have influenced 
my work and whose positions I align myself with and 
identifying points of difference in the process. To 
illustrate the concept of material limits and spatial 
boundaries outside my practice I presented images 
of artworks by Rachel Whiteread and Richard Serra. 
Their work seemed to convey these ideas in two very 
different yet poignant ways which I will discuss in 
more detail further on in this thesis (see “Rachel, 
Richard and others” in Volume 02).
F
i
g
.
D
1
.
6
 
-
 
R
a
c
h
a
e
l
 
W
h
i
t
e
r
e
a
d
F
i
g
.
D
1
.
7
 
-
 
R
i
c
h
a
r
d
 
S
e
r
r
a
P. 17P. 16
Accompanying the illustrated presentation was a piece 
of embryonic writing that sought to delve deeper into 
my work by examining it in the context of established 
and contemporary theories on surface – this text has 
evolved to become the chapter entitled “Affiliated 
Actors” in Volume 02 of the AO Files. Three key 
texts shaped the thinking of the piece and indeed 
much of this research; they are, Avrum Stroll’s 
1992 paper “Reflections on Surfaces” which I’d come 
across through Mark Taylor’s “Surface Talk” (2003), 
Nader Tehrani and Monica Ponce de Leon’s “Connubial-
Reciprocities” (2002) and Andrew Benjamin’s “Surface 
effects: Borromini, Semper, Loos” (2006). Having 
pondered these ideas for some time it was only the 
day before the presentation (indeed finished only half 
an hour prior) that I developed a series of sectional 
drawings for the UTS Great Hall which attempted to a) 
synthesise part of the feedback from the preceding 
discussion on separate skins and b) somehow capture 
how ideas from these texts had resonated with me 
and how I saw my work through those lenses. Ideas 
from Stroll such as thinness and the boundary as 
line perhaps? … the line itself as projection of 
surface from Benjamin and the interplay between 
it and space itself from Nader Tehrani and Monica 
Ponce de Leon. The creation of these drawings was a 
key moment in how I saw surface in my work and the 
way I went about creating form as interior or as 
object. This triggered an exploration of ‘poche’ not 
only as an analytical tool but potentially a design 
generator. These ideas are explored in detail and 
contextualised within the discipline in the chapter 
“The Agency of Poche” a term borrowed from Tehrani 
and Ponce de Leon. This presentation also included a 
preliminary taxonomy, categorising the work as: the 
cut, poche, cover (or wrapping), ambiguity, applique 
and thinness. The chapter entitled “Aggregating 
Associations” compresses these into three binomial 
classes; “Thin Skins”, “Thick Space” and “Vague 
Veils”.
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The conversation that followed the presentation 
hovered around the question of the divergent formal 
qualities of the body of work, the potential for 
space to be dual of surface and the intent of the 
ideas (metaphorically) behind the surface -the latter 
asking “why” rather than “how”. Of note, Carey Lyon 
observes in the summary of his PRS experience that he 
was often asked more about “how” rather than “why” 
during similar discussions (Lyon 2018 p.9). More on 
“why” later in the document.
Two house projects were tabled in the third 
presentation which retained the title “Surface 
Operations: Material Limits, Spatial Boundaries” and, 
in hindsight, focused more on spatial boundaries, 
particularly the interior -one house then under 
construction, the second a recent commission. Each 
of the projects was redrawn and remodelled expanding 
on the poche techniques developed for the analysis 
of the Great Hall and using these to illustrate key 
spatial / formal moves and an emerging concept of the 
interior made solid.  A series of abstracted poche 
diagrams in plan and in section were tabled along 
with translucent digital models that illustrated 
the idea of the interior as a nested object carving 
its own space. Two contrasting images were used to 
demonstrate this point, OMA’s Casa da Musica (2005) 
and Anish Kapoor’s “Sectional Body Preparing for 
Monadic Singularity” (2015) were included in the 
presentation. 
P. 21P. 20
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The discussion afterward queried the “space between”, 
the role of the drawing type and some challenges (or 
perhaps dismissal of) the design drawings as (mere) 
massing studies “structure is never talked about … 
experience is missing” … and (ironically) “the noli 
plan (the poche drawing) is experiential … (etc)”. 
I found this a particularly confronting discussion, 
it felt like a critique of the approach to the 
way of making the architecture not of the research 
being undertaken. In summary this questioning, 
whilst challenging also became liberating. Despite 
the critic’s resistance to the abstraction in the 
representation and thinking, I realized I had indeed 
become more interested in abstract minimalist modes 
of design exploration and possibly, in these, in 
built form itself. I asked myself “Did everything 
in architecture need to begin with structure and 
making?” For me – the answer was “No!”
At the mid-candidature or second milestone review 
I presented a retrospective of the previous three 
pieces. The title of the research changed in what 
seemed to be a small shift from surface as material 
limits and spatial boundaries to “Surface and the 
spaces between.” This small change was in part 
triggered by the feedback from the preceding review 
and to be frank, an exercise in; “what if … what 
if a small shift in words shifted one’s thinking?” 
Whilst the conceptual idea of material limits and 
spatial boundaries remained important, the questions 
of occupation and making had to a degree remained 
unanswered. This title suggested to me that if, as 
I considered surface to be the prima facie case of 
this investigation, what where the other facts that 
shaped the final rather than the initial argument? 
Potentially they might be in the manner and sequence 
in which spaces between the two extremities of 
construction (notionally between cladding and lining) 
are filled for effect and how the surfaces define the 
experiences between them - affect.  
P. 23P. 22
The earlier essay framing the work was updated and 
tabled, categories and connections between the work 
were revisited and re-presented with the poche 
drawings condensed and re-considered. An illustration 
from Antoine de Saint-Exupéry’s The Real Little 
Prince depicting the silhouette of the bloated snake 
(or hat) and the “sectional” drawing illustrating 
the elephant inside the snake was included to convey 
a sense that surface played two roles in my work. 
A new house had been commissioned shortly before 
this presentation; I discussed initial ideas for the 
project and how the research to date was already 
informing my thinking and projected how that might 
play out in the future.
One critic noted “I am not sure if you are interested 
in surface or volume … seems you are trying to give 
form to surface.” These were astute observations 
and helped to clarify my position - I am indeed 
interested in forming space (thus volume) through 
the manipulation of surface and how one engages with 
it in space (experience) is a simultaneous scenario, 
decorating it and supporting it are subsequent 
concerns. Another panellist asked about the 
narrative/intent to make sense of surface and line in 
the research. 
The same house project was presented as a messy 
work-in-progress at the next symposium. Excerpts 
from previous presentations were included alongside 
drawings of this new house designed in collaboration 
with my partner Sandra Kaji-O’Grady. The project had 
gone through hundreds of concept diagrams, with two 
configurations developed at that time. One of which 
I had explored in some depth for the “Practice in 
a Box” exhibition, the second was presented as a 
work in progress to the panel – I elaborate on the 
exhibition in Volume 04 in the chapter by the same 
name. The project was at an embryonic stage and shown 
as a combination of rough sketches, precedent images 
and analytical diagrams and models informed by this 
research.
One panellist observed that the earlier re-drawing 
of existing projects was informing new ones – I 
explore this idea in the chapter “RE:drawing”. Two 
others perceived a resistance to “normative … through 
the non-orthogonal” and to “the ‘Stutch’ school” of 
my education by which they were referring to Peter 
Stuchbury, Richard Leplastrier et al.’s influence at 
the University of Newcastle. I admire the work of 
this group of generally but do not subscribe to the 
mythology in their discourse. Indeed I predated Peter 
Stutchbury’s involvement with the school. 
Soon after the presentation I revisited the 
presentation making new notes and observations. Some 
of these notes are illustrated here. One note reads 
“Pragmatics and context can’t be ignored but need 
not completely dictate aesthetics, form etc.” This 
notion cross references my thoughts about giving 
ideas form as outlined earlier. Carey Lyon has a 
chapter in his PhD thesis titled “It’s Gotta Work” 
(p.148) and in it he writes about the multitude of 
pragmatic challenges in Lyon’s work. Lyon’s response 
to these challenges in a given project would take on 
different formal arrangements and material aesthetics 
to my own or (say) his peer Sean Godsell’s. What 
the note from this reflection reveals in the context 
of this research is that in any given condition, 
each architect gives ideas form in their own 
particular way, but all arrange matter in space and 
in my own case I conceive that arrangement through 
boundary representations. I will return to Lyons 
in the chapter “Affiliated Actors” in Volume 02. The 
discoveries triggered by these annotated drawings 
were of great use as a reflective process – the full 
set of annotations is included as an appendix.
P. 25P. 24
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For the final milestone I renamed the thesis 
“Between Thick and Thin” and suggested a two -part 
structure for the final document - the “Diary” and 
the “Journal”. Establishing multiple “voices” proved 
to be a useful start in delineating between very 
personal reflection on processes within the work and 
this research along with the ambitions behind it 
through the “Diary”; and critically situating the 
work in the broader context of the discipline via 
the “Journal”. Feedback from advisors on the panel 
included ideas that the voice from the “Diary” needed 
to be stronger; that the divergent roles that surface 
plays within the work could be foregrounded; and a 
concern over the potentially loaded term “agency” in 
the proposed chapter “The Agency of Poche”. 
The “Report” was been added to bind these loose 
entities together and provide an overlap between the 
“Diary” and the “Journal” with greater emphasis on 
the “Diary” throughout this document.
P. 27P. 26
The projects examined in this Volume are 
collaborative works undertaken with Adam Russell as 
DRAW (DE MANINCOR RUSSELL ARCHITECTURE WORKSHOP).  
I am indebted to Adam for the intellectual and 
pragmatic rigour he brought to our work together. 
This document reflects on ideas developed in and 
around these projects. In a collaborative practice 
such as DRAW it is almost impossible to decouple 
whose idea was whose at their inception, these 
projects are the result of our collective intellect 
and efforts. Projects such as the Great Hall at 
the University of Technology Sydney would not be 
as successful without the creative energy of Adam 
and our team.  This exegesis is an independent 
interrogation and expansion of these ideas through 
deeper reflection and further research. For the 
purposes of this document the term AO refers to 
my own views and reflections on this body of work. 
This research projects new directions for both my 
creative practice and endeavours beyond it.  Adam’s 
contributions to these projects is significant, I am 
grateful to him for triggering the initial critical 
reflections on our work together. 
AO FILES V.01; a prelude
P. 28
F
i
g
.
D
1
.
1
8
 
-
P
E
R
R
Y
 
P
A
R
K
 
C
O
M
P
E
T
I
T
I
O
N
 
E
N
T
R
Y
 
2
0
1
4
P. 31
01
A filesO
P. 32
01
Afiles O
Key Projects;
State Emergency Services
Venice Abundant Model,
Think Brick Competition
Artspace Visual Arts Centre,
UTS Great Hall,
UTS Hoardings,
Balmain House Two
Gallery Lane Cove,
Australia House,
Lodge on the Lake,
Barangaroo Restaurant. 
Other Work;
 War Design,
 Ghermez,
 Balmain House One,
 Urban Farm,
 Plumtree Childcare.
 
Precursors (2006 ~ 2013)
A filesO
P. 35P. 34
State  Emergency Services,  
Marrickville , NSW – AU, 2007~2015
This facility for the State Emergency Service 
(SES) sits on a culturally important site in 
Sydney’s inner western suburbs. In the 1990’s 
the site was the location of significant resident 
protests over the compulsory acquisition of 
houses for a new airport runway nearby. This 
history combined with its light-industrial context 
and miniscule budget suggested a framework 
of the decorated shed - decorated to imbue the 
project with some form of meaning.  
The SES was the practice’s first major public 
commission and the first time where the 
conceptual strategy of “cutting” an imaginary 
whole becomes evident; the concept being that 
incisions are made in an “off-the-shelf” industrial 
shed to create shelter at entry points and shade. 
The surface of the incisions is painted bright 
orange - the colour of the uniforms worn by 
volunteers. 
Requirements for heritage interpretation are 
manifest in the facade in two ways. The first 
is through variants in the colour of the metal 
cladding. The spacing of these variations 
correspond to the land parcels of the dwellings 
demolished for the airport development. A second 
element of interpretation is the large decal on 
the street elevation - envisaged as a billboard to 
passing traffic. 
the “architecture” of this project rests on  its surface; 
thin layers of paint and vinyl 
Multiple planning, structural and acoustic options 
were developed over the long life of the project, 
yet the notional building form and approach to 
patterning of the envelope remained generally 
consistent from the outset. Whilst to the passer-
by the narrative which influenced these patterns is 
not clear, they read the pattern through variations 
in the surface. 
This project is technically sophisticated; a 
super-insulated building envelope provides 
approximately double the thermal requirements 
of the National Construction Code; it includes an 
in-ground labyrinth to pre-temper outside air and 
a triple-glazed facade that incorporates a 300mm 
glass gap for acoustic insulation to afford good 
natural light without aircraft noise compromise. 
If one were to argue that the capital “A” for 
architecture lay outside these complexities, 
that they are mere details, then the architecture 
of this project lies in its surface - 0.03mm of 
paint and 0.06mm of vinyl. This thin layer thus 
becomes a space for design speculation and user 
contemplation.
 
OVER
Fig. AOV1.01 -  Super Graphic
P. 37P. 36
TOP: Fig. AOV1.03 -  Super Graphic (interior)
MID: Fig. AOV1.04 -  Super Graphic (detail)
BOTTOM: Fig. AOV1.05 -  Super Graphic (detail)
TOP: Fig. AOV1.06 -  Street elevation 
MID: Fig. AOV1.07 -  Super Graphic (night)
BOTTOM: AOV1.08 -  Super Graphic (night)
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Model for
Venice Biennale 
Venice - IT,2008
ongoing experimentation with this technique 
explores aesthetic solutions
through formal expression
(DRAW - 2008)
This conceptual model represents an important 
point in the development of interests in veiling 
and is illustrative of much of the work undertaken 
as DRAW: de Manincor and Russell Architecture 
Workshop. The approach represented here is 
shaped by the work of Herzog & de Meuron 
through projects such as Signal Box 04 (1999), 
De Young Museum (2005) and Caixa Forum 
(2008). Of particular relevance is Herzog & 
de Meuron’s position on surface and materials 
discussed in a conversation between Jacques 
Herzog and Alejandro Zaera-Polo, “We think that 
the surfaces of a building should always be linked 
to what happens inside of a building. How this 
link is going to occur is the architect’s business 
… our best projects are the ones in which the 
visibility of such links has been reduced to zero.” 
(Herzog 1994). This construct attempts to suggest 
a possibility of reducing the link between interior 
configuration and exterior figure to zero; that is 
to decouple facade arrangements from a direct 
reading of program. The parallel project which 
spurred the articulation of this position was for 
an otherwise banal apartment development. 
Cloaking and the (semi) autonomous facade 
are themes explored in several projects which 
follow the conceptual endeavour, these ideas are 
discussed in detail under the theme of “Vague 
Veils” in the chapter “Aggregating Associations”. 
The model was included in “Abundant” the 
exhibition in the Australian Pavilion at the 2008 
Venice Architecture Biennale curated by Neil 
Durbach, Vince Frost, Wendy Lewin, Kerstin 
Thompson and Gary Warner. The architect’s 
statement for this piece in the exhibition catalogue 
reads; 
“This model illustrates our search for design 
opportunities in a global city of increasingly tight 
margins, intense development competition, client 
restraint, inordinate regulation and elevated land 
value. In this instance a balcony zone, where floor 
space is unregulated and inexpensive to build, is 
seized upon as a design ‘moment’. An undulating 
metal screen wraps the rationalised mass of a 
speculative apartment building, inscribing a 
spatial field that is neither inside or out. Folding 
blurs divisions of space found in normative 
planning, between public-private, ground-roof, 
floor and walls. Our ongoing experimentation 
with this technique explores aesthetic solutions 
through formal expression.” 
 
OVER
Fig. AOV1.09 -  Veiled Model
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...  a developing interest in digital materiality
 and a growing fascination for monolithic form,   
defined here by the surface of its ,screen.
Located over a railway station at the junction of a 
nondescript retail strip this competition entry for 
Think Brick Australia explores novel apartment 
typologies and new modes of brick construction. 
The design references seminal experimental 
brick projects ranging from Eladio Dieste’s 
Church at Atlantida in Uruguay (1952), Office 
dA/NADAAA’s Casa La Roca (Caracas, 
Venezuela, 1996) and Tongxian Arts Centre, 
(Office dA) Beijing, China (2001 - 2003) and 
expands on research by Gramazio & Kohler 
through ETH Zurich using pre-fabricated panels 
incorporating robotically-laid brickwork. The 
project represents a developing interest in digital 
materiality in architecture (Gramazio & Kohler 
2008) and growing fascination for the creation of 
(apparently) monolithic form, defined here by the 
surface(s) of the screen.
An evolution of the concepts represented in model 
for the Venice Biennale, the design incorporates an 
enveloping brick screen which blurs the repetition 
of individual dwellings. Horizontal apertures in 
the brick surface are finely calibrated for varying 
privacy requirements by incrementally widening 
perpends over the height of the screen, 10mm at 
the lowest course 190mm at the highest. By day, 
lit from the outside, the screen creates the effect 
of a monolithic form to the public realm. At night, 
the visual porosity of the facade is transformed 
by backlighting provided by the occupants.
The use of the “veil” here foregrounds the UTS 
Great Hall, the Prime Minister’s Lodge and 
Baranagaroo restaurant.
Think Brick
Housing Competition 
Yagoona, NSW- AU,2009.
 
OVER
Fig. AOV1.10 -  Brick screen detail
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UNIT 307 (L3): 
SOHO
family business /
supplementary income
UNIT 307 (L2): 
TYPICAL APARTMENT
UNIT 307 (L2): 
TYPICAL APARTMENT
bedroom two
UNIT 307 (L2): 
SOHO
family business /
supplementary income
UNIT 307 (L2): 
SOHO
family business /
supplementary income
UNIT 307 (L2): 
TYPICAL APARTMENT
bedroom two
UNIT 306 (L01): 
STUDIO APARTMENT
extended family /
supplementary income
 
Fig. AOV1.11 -  Plans (1:1000)
 
Fig. AOV1.12 -  Detail Plans (1:200)
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Fig. AOV1.13 -  Section (1:200)
 
TOP  Fig. AOV1.14 -  Day
BOTTOM Fig. AOV1.15 - Night
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UTS Great Hall
Ulitimo, NSW - AU,2011.
The Great Hall at the University of Technology 
Sydney creates a dramatic new identity for the 
most important ceremonial space on campus. 
Located in the base of a Brutalist tower designed 
by Michael Dysart (NSW Government Architect’s 
Office - 1979). The design has multiple layers in 
its conceptual thinking each made manifest in the 
signature element of the project; “The Mantle”.
The existing building draws its character from 
mass produced repetitive concrete elements 
which were considered an advanced technology 
at the time. “The Mantle” is a fluid skin of 
perforated aluminium comprising more than 1100 
unique pieces. Using file-to-factory technology 
in the fabrication process makes an abstract link 
between the new work and the existing building.
A key spatial idea for the project was to create the 
illusion of height in a space that, for its purpose, 
has a somewhat low ceiling. The Mantle wraps 
the ceiling and walls in a singular lightweight 
material, integrating lighting, audio-visual, fire 
and mechanical services. The geometry of this 
continuous surface radically shifts the scale 
and proportion of the existing space from non-
directional and squat, to processional and lofty, 
“(the) intricate geometric 
mantle... encapsulates and 
projects the ambitions of a 
university”
(Burke)
a space akin to a Gothic Cathedral. The Mantle 
creates an acoustic void some 600mm deep 
and despite the loss of physical height the new 
space feels taller and airier. This phenomenon is 
achieved in two ways, firstly by folding the ceiling 
material into the wall plane and connecting to the 
floor and secondly through the introduction of 
new skylight elements. As the mantle material 
folds up into the new fissures as if sliced into a 
solid copper mass it creates the illusion that the 
space extends beyond the primary volume. At 
the same time the skylights allow natural light to 
penetrate deep into the space.
The tactic of lining the interior has clear links to 
the concept model for the Venice Biennale – a 
form of cloaking where relatively thin materials 
are deployed in a manner that creates an interior 
with a feeling of substantial mass.
On first reading this project represents a literal 
exploration of surface operations through its 
decorative / ornamental qualities and, for an 
architectural audience, an appreciation of its 
fabrication. Later chapters will reveal deeper 
readings of surface.
 
OVER
Fig. AOV1.16 -  UTS Fashion Show 2011
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TOP: Fig. AOV1.17 -  Floor Plan (1:400)
BOTTOM: AOV1.18 -  Ceiling Plan (1:400)
 
TOP: Fig. AOV1.19-  Lobby section (1:400)
BOTTOM: AOV1.20 -  Auditorium section (1:400)
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TOP: Fig. AOV1.21 -  The “Mantle” 
BOTTOM: Fig. AOV1.22 -  Balcony Room from “Alumni Green”
TOP: Fig. AOV1.23 -  “Mantle” detail
BOTTOM: Fig. AOV1.24 -  Balcony Room
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UTS
Hoardings 
Ultimo, NSW-AU, 2010 ~ 2012.
This project is the winning outcome of an invited 
competition which sought proposals to curate 
the construction hoardings required for the 
redevelopment of the University of Technology 
Sydney’s $1B Ultimo campus redevelopment. 
Spread over several sites the installation typically 
deploys a range of one dimensional optical 
illusion techniques applied to 19mm thick 
plywood - appearing to create deep surface from 
shallow finishes; thick from thin.
The concepts draw on works by artists such as 
M.C. Escher, Victor Vasarely and Bridget Riley; 
and architects including Lyons, m3architecture 
and Ashton Raggat McDougall. Initial proposals 
across the campus included moire patterns, 
anamorphic text and light sensitive films for 
effect and heritage interpretation.
The use of visual distortion is employed as a 
device analogous to the repeated distortion of 
local histories to suit emerging contexts and new 
audiences. Meanings in the work are deliberately 
ambiguous, and further transfigured dependent 
on the viewer’s position in space and time. 
Large-scaled ‘anamorphic’ texts are easily read 
from specific viewpoints yet distorted beyond 
recognition from other angles. Each single word 
is a distillation of a historically significant event, 
specific place or local character once found in the 
Ultimo area.
Mirrored ‘infomatic’ discs create the illusion 
of depth and activity in the space beyond the 
construction hoarding. By day they amplify the 
frantic activity of the city in a taught, seamless 
constellation. By night a series of movement 
sensors trigger back-lighting that illuminates 
human scaled sub-clusters of discs from behind. 
The glowing light of each disc reveals an 
intimate graphic silhouette through the one-way 
mirror. Regular passers-by develop their own 
connections between different parts of the work, 
thereby forging the next iteration of yesterday’s 
history.
As an evolution of the applique deployed in 
the  SES and Ghermez projects the hoardings 
exemplifies an interest in thin surfaces and 
making something extra out of the ordinary.
TOP: Fig. AOV1.25 -  Anamorphic text
MIDDLE: Fig. AOV1.26 -  Anamorphic text
BOTTOM: Fig. AOV1.27 -  Anamorphic text
TOP: Fig. AOV1.28 -  Reflective film installation
MIDDLE: Fig. AOV1.29 -  Reflective film installation
BOTTOM: Fig. AOV1.30 -  Reflective film installation
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Balmain House 02 
Sydney, NSW - AU,2013.
served and servant space
Located in Balmain, in Sydney’s this project 
explores layers of served and servant spaces.
The existing four-room timber worker’s cottage 
has been restored with a new north facing pavilion 
added to the rear. The existing dwelling contains 
four bedrooms; servant spaces. The new pavilion 
houses the served spaces; kitchen, living and 
dining rooms. Two new bathrooms are located in 
a low-height structure that links the old to the new 
– itself a servant space.  On the western side of 
the new pavilion the wall is “thickened” to house 
kitchen joinery and expands to wrap additional 
servant spaces, pantry and laundry.
The flat ceiling plane is punctuated by a folded 
plasterboard aperture that reaches up to high-level 
glazing which allows north light to penetrate deep 
into the plan in winter. This gesture draws on the 
folded skylights of the UTS Great Hall both in 
the “Mantle” and the Balcony Room.
OVER
Fig. AOV1.31 - Ceiling detail
Fig. AOV1.32 - Plan (1:400)
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Gallery  
Lane Cove, NSW-AU, 2010~2012.
 
thin materials 
thick threshold 
Gallery Lane Cove merges three conceptual 
strategies evident in earlier projects; adaptive 
capacity, the cut and the use of thin, mundane 
materials to create identity and atmosphere. 
Delivered on a miniscule budget for an important 
community arts space the project deploys paint, 
plastic laminate and rubber to create a strong 
graphic character.
Flexibility was a key brief requirement for the 
community-run gallery.  The gallery was to be 
inserted in a small, former office space. Like any 
gallery, each show presents a slightly different 
curatorial challenge or strategy, sometimes 
requiring large singular spaces, other times 
smaller intimate conditions.  With little recurring 
budget for temporary exhibition infrastructure or 
rebuilding – a strategy was developed for a series 
of simple operable walls to create numerous 
possible configurations. The surface of the 
white walls creates new experiences as they are 
reconfigured from show to show catering for 
specific exhibition requirements ranging from 
works on paper to multimedia installations.
The foyer space provides the key public identity. 
The group of office, storage and bathrooms 
which separate the foyer space from the galleries 
beyond is conceived as singular “thick wall”. The 
wall acts as a threshold between the entry and 
gallery.  Openings in the wall are conceptually 
carved from its white bounding surface and, like 
the Marrickville SES facility, are painted in a 
contrasting colour to create an interstitial space 
that is neither for gathering nor viewing.  The 
small, low triangular wall separates a short access 
ramp and is carved in a similar manner to create 
a seating nook.
 
OVER
Fig. AOV1.33 -  Entry Threshold
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LEFT:
Fig. AOV1.34 -  Plan configurations (1:400)
Fig. AOV1.35 -  Operability
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Australia House
Competition
Echigo-Tsumari, Niigata – Japan, 2011
Boolean cuts engrave 
memories of form and texture
1. New Vernacular form
2. “Ghost” of former residence
3. Recycled rubble base
Exploded Axomometric
(NTS)
This competition entry deploys subtractive 
Boolean techniques similar to those implemented 
in the Marrickville SES project, however, they 
are used here in a more specific and mannered 
fashion.  The competition came about following 
the destruction of the existing art facility as 
a result of the 2011 Tohoku Earthquake. The 
conceptual strategy subtracts the silhouette of a 
previous building on the site from a new form 
derived from local vernacular structures.
The surfaces where these two hypothetical 
structures meet is comprised of materials 
salvaged from the site and across the region. In 
this way the project links back to the “Aesthetics 
Recycled” research project of 2010.
This new interstitial space creates a lasting 
memorial to those that lost their lives and offers 
the possibility to consider that new futures can 
grow from a devastating past.
 
OVER:
Fig. AOV1.36 -  Axonometric
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Fig. AOV1.37 -  Sections (1:200)
 
ABOVE
Fig. AOV1.38 -  Plan  (1:200)
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a progression from
surface to volume to material, 
from thin to thick, 
from idea to occupation. 
ABOVE
Fig. AOV1.39 -  Interior
 
ABOVE
Fig. AOV1.40 -  Street View
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surface is abstracted to gain meaning
without reference to conventional forms of 
ornament or pattern 
In the context of the politically loaded setting of 
Australia’s capital, this proposal for a new home 
for the nation’s Prime Minister explores form, 
surface and material as political agents. Whilst 
the competition site was located on the western 
shores of the lake, this proposal locates it “in” 
the lake, “off” any of the axes proposed by the 
Marion Mahoney and Walter Burley Griffin. 
Locating the nation’s highest ranking politician’s 
home on an island, plays on the concept that 
many Australians come to this island nation from 
other shores, often arriving by boat. 
Taking clues from the democratic lawn of 
Parliament House (Mitchell Giurgola Thorp 
1988), the form of the new residence is non-
hierarchical, a cylinder where all sides appear 
equal in a nod to democracy. The composition of 
the façade follows this concept further. Indeed, 
it is non-compositional – the outer “façade” is 
sheathed in a continuous waterfall that reads more 
as a monumental partner to the Captain James 
Cook Memorial fountain than as a significant 
public building. The watery surface thus become 
as equally symbolic as it is anti-symbolic. 
Lodge on the Lake  
Canberra, AU2013
Political symbolism is drawn further into the 
project through the plan form of the inner island 
garden where the shape of Christmas Island (site 
of a major refugee detention centre between 2001 
and 2018) is cut from the primary cylindrical 
form. This space, hidden from the view of the 
general public in Canberra, can be seen as an 
island refuge from satellite imagery.
The waterfall illustrates a further evolution of the 
wrapping seen in UTS and Yagoona, whilst the 
carving of the inner island shares the Boolean 
technique with SES and Australia House projects.
The project represents the capacity for surface to 
be abstracted to gain meaning without reference 
to conventional forms of ornament or pattern 
in a manner that does not adopt modernism’s 
minimalist aesthetic.
 
OVER
Fig. AOV1.41 -  The “PM” is home
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MY ISLAND HOME-OFFICE 6744
A SHELTERED OASIS - AN ISLAND HOME
THE ISLAND WELCOMES ALL AT HOME TONIGHT
CANBERRA: A FABRICATED LANDSCAPE, AN ALTERED TERRAIN FOR PUBLIC SPECTACLE. 
THE LODGE: AN ISLAND OASIS, NESTLED IN A  FABRICATED “WATER” SCAPE , AN ALTERED TERRAIN FOR THINKING, WORKING & LIVING.
MY ISLAND HOME-OFFICE 6744
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TOP: Fig. AOV1.42 -  Inner Island 
BOTTOM:Fi3. AOV1.43 -  Returning to Refuge
 
TOP: Fig. AOV1.44-  Lower Level Plan (NTS)
BOTTOM: Fig. AOV1.45 -  Upper Level Plan (NTS)
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Barangaroo Restaurant
 Sydney, NSW , 2013
the perforation pattern itself has no referential or 
symbolic narrative
The site for this restaurant building forms part of a 
new urban space in the “Barangaroo” development on 
the western fringe of Sydney’s CBD. The three level 
structure mediates the misalignment of new residential 
buildings to the north and existing built form to the 
south. The form evolved from a detailed study of 
the opportunities and constraints of these alignments 
along with ideas about the drama of prospect and the 
security of refuge. Each of these are illustrated in a 
series of design diagrams each of which alludes to a 
possible formal configuration. Beginning with a single 
form depicting alignments and permissible heights, 
a series of surface operations recalibrate this mass 
into a final formal configuration which establishes a 
framework for varied interior spaces.
The upper levels boldly cantilever seven metres to 
create sheltered ground floor spaces and daring dining 
experiences above. Sharp corners and dramatic 
edges accentuate views to and from the site. A range 
of dramatic interior spaces ensure provide a range 
of memorable dining experience, either perched 
hovering over the water’s edge or  in lofty void spaces 
deeper within the plan.
Centred in this new urban space, the building is 
experienced from the public realm “in-the-round”. 
A consciously heavy corten steel screen wraps the 
entire structure, concealing the exuberant concrete 
shell from passers-by, only on closer inspection are 
the structural gymnastics revealed. Initially the screen 
was conceived as a protective element to provide a 
singular identity, the planar form evolved into a deep 
triangulated textured form finely calibrated to optimise 
solar control, privacy for adjoining residences and 
views to the harbour. Its weathered patina provides 
a subtle reference to the industrial heritage of the site 
and creates a dramatic contrast to the refined detailing 
of adjacent commercial and up-market developments.
With references to the perforations of Herzog & de 
Meuron’s De Young Museum (2005), the materiality 
of their Caixa Forum (2008) and the singularity of 
Diller Scofidio Renfro’s protective “veil” for The 
Broad Museum (2015) the project is another example 
of AO’s interest in both the monolith and the cloak. 
Like the UTS project the perforation pattern itself 
has no referential or symbolic narrative, rather 
the material and form become a type of abstract 
ornamental narrative.
 
OVER
Fig. AOV1.46 -  View from South
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material, detail and form project an abstract 
ornamental narrative
 
ABOVE
Fig. AOV1.48 -  Night view
 
ABOVE
Fig. AOV1.47 -  Plans and sections (NTS)
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Other Work War Design Studios,
Chippendale, NSW - AU, 2007.
CLIENT: War Design
PROGRAM: Workplace 
TEAM: John de Manincor, Adam Russell
COLLABORATORS:  Mel Walker (War Design).
BUILDER: PWS Interiors (Duncan Hill).
Ghermez
Bondi Junction,  NSW - AU, 2007~2008.
CLIENT: Ghermez Cupcakes.
PROGRAM: Retail 
TEAM: John de Manincor, Adam Russell, Rafaello Rosselli.
 Art Space,
Wolloomoloo, NSW-AU,  2013.
CLIENT: Art Space Visual Arts Centre
PROGRAM: Gallery reception and offices 
TEAM:  John de Manincor, Larrine Yip, Sally Hsu.
P. 77P. 76
 Plumtree Children’s Centre,
Sydney, AU, 2010~2014.
CLIENT:  Plumtree Children’s Centre,
PROGRAM: Early Childhood Early Intervention Centre
TEAM: Adam Russell, John de Manincor, Imogene 
Tutor.
Balmain House 01 
Sydney, NSW - AU, 2011.
PROGRAM: Residential Alterations and Additions 
TEAM:  John de Manincor, Nick Sargent, Sally Hsu 
COLLABORATORS:  Serrao Smith (Engineers),  Greg Burgon (Landscape Architect).
BUILDER:  Lasar Constructions.
Urban Farm  
Darlington, NSW-AU,  2013.
CLIENT: Michael Mobbs
PROGRAM: Edible Facade and Aquaculture 
TEAM:  John de Manincor and Nick Sargent.
01
Afiles O
Personal History 
Diary
JdeM 2015~2019
Volume 02
P. 81
Fig D2.01 - Learning from Marickville
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SES was DRAW’s first public building 
(possibly the third new project in the 
office).
It came about through Adam and I 
simply emailing everyone in our 
address book. One of Adam’s clients 
responded and invited us to tender. We 
like to think we were the best on the 
list but in reality were good … and 
cheap! 
When two people who’ve never worked 
together start what they consider as 
their first important commission it is 
a scary prospect – who takes the lead, 
what does it say about where the new 
entity will go? For whatever reason I 
started and lead the design work on 
this one in 2007 ~ it dragged on post-
DRAW … the joys of working with local 
government!?!
We expanded some of these early ideas 
into other projects, some led by 
myself some by Adam, some a meld of 
both. 
Fig D2.02 - Learning from Marickville
FIRST AMBITIONS
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I’ve always thought the proposal for the Hoardings 
was one of our strongest conceptual projects - it 
tried to do something with nothing. We were no 
Michelangelo, but finding meaning in paint, in film and 
playing with perception was a fascinating process 
for us. I recall Adam had the idea for the unifying 
strategy of using one colour across multiple sites. 
From there we delved into paint, then painting and 
into optical illusions and anamorphism. I think I 
tabled the Moire and Bridget Riley concepts which 
were rejected in the end as they were considered too 
distracting for nearby drivers.
It was the first time I’d considered, to paraphrase 
Mark Wigley (1992), that “A” “architecture” may 
potentially lie in a layer of paint.
SUPERFICIAL /SURFICIAL 
In late 2009 we were short-listed for a project for 
the City of Sydney with the Bjarke Ingles Group ... 
we did not win. On the back of that relationship 
we put in an illustrated EOI for competition for 
a new building for the Faculty of Engineering 
and Information Technologies at UTS. Others that 
submitted included Terroir, CHROIFI, FOA, Miralles 
Tagliabue - none of which were short-listed. The 
short-list comprised Cox, Bates Smart, BVN, DCM, 
FJMT and Lacoste Stephenson (with DJRD). There was 
some discontent amongst small to medium sized firms 
that “only the big guns would ever be selected for 
university work.” DCM won in the end.
Soon after, there was a call for Expressions of 
Interest for a design competition to renovate The 
Great Hall at UTS. Given the recent history, my 
business partner Adam and my life partner Sandra 
thought I was mad to want to put in a submission 
- assuming a small practice like DRAW would not 
get the attention of the university against the 
likes of  BVN’s, COX’s and so on. I put together 
a strategic team that included Kann Finch as our 
collaborating architect (our insurance policy, our 
grunt) and outlined long-standing relationships I had 
with leading services, ESD and lighting consultants 
Steensen Varming and ARUP acoustics. The EOI was 
successful. The jury, comprising the Deputy Vice 
Chancellor, Director of Planning at the City of 
Sydney, the Dean of Architecture and members of the 
University’s procurement team, selected our scheme 
over proposals by HASSELL, Lacoste and Stevenson; and 
Architectural Projects with Woods Bagot. 
We won!
A GREAT HAUL
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TOP: Fig D2.10 -  Graduation Ceremony
BOTTOM: Fig. D2.11 -  “Mantle” detail
Despite the availability of dictionary definitions, I 
often struggle with differentiating between affect 
and effect.  These terms are used throughout this 
document influenced thus it seems appropriate to 
make clear my own take on them beyond the Oxford’s 
explanations;
Affect: 
have an effect on; make a difference to. 
touch the feelings of; move emotionally.
Effect: 
A change which is a result or consequence of an 
action or other cause.
The state of being or becoming operative.
The extent to which something succeeds or is 
operative.
A physical phenomenon, typically named after its 
discoverer.
An impression produced in the mind of a person
Oxford is somewhat contradictory, or may seem so in 
light of architectural discourse. It notes “affect 
and effect are quite different in meaning” yet as 
it states above, both are also similar in that they 
“touch the feelings of” and (make) “an impression 
produced in the mind of a person”. 
For the purposes of this document Opincariu and 
Voinea’s definitions seem apt; “effect is physical, 
affect is psychological.” (2016 p.84). When we think 
about architecture we often describe it in terms of 
emotional response. In my work I am interested in 
spaces that feel “good” although often steer away 
from the cultish “spiritual” take on this aspect of 
the discipline . 
Later in this dissertation I discuss the work of 
Farshid Moussavi – as a precursor an excerpt from 
the 2012 Venice Architecture Biennale installation 
“Architecture and its Affects” produced by 
FunctionLAB (the research arm of Moussavi’s 
practice FMA) provides an interesting take on this 
dichotomy. “Affects engage people through aesthetic 
perception. ... They are solely the consequence 
of how built forms are assembled: the systems and 
technology used, where and for what purpose. …They 
have no cognitive content in their actuality. They 
are just formal and their meaning depends on their 
affects and each individual's perception of them. 
Affects are therefore the aspect of forms through 
which architects influence – without determining and 
limiting – people's experience.” Mauel De Landar’s 
take on the topic is similar “‘affect’ is what 
happens to us when we feel an event … (it) is not 
the meaning of an experience but the response it 
prompts.”
Effect for me is therefore functional. Nader Tehrani 
and Monica Ponce de Leon use the term frequently 
in the 2012 paper Connubial-Reciprocities, a key 
reference for this research. 
“Geometric logics, structural rules and tectonic 
rigours coexist and coalesce in our projects to 
produce new formal and spatial effects” (p.5) “… 
we would like here to redefine tectonics as the 
apparent and finished membranes of construction - 
and more importantly, their subsequent effects.” 
(p.7) They go on to talk about membranes and vapour 
barriers. Thermal insulation is effective in keeping 
room temperatures stable, if that temperature is 
comfortable, say helping to keep a room warm in 
winter then it could also be said have an affect. If 
being warm makes one happy then I’d argue there are 
times when the two terms might be interchangeable. 
That said, in reading forward the physical / 
psychological distinctions are worth keeping in mind, 
that is “design characteristics or features generate 
material effects which determine immaterial affects.” 
(Opincariu and Voinea 2016 p. 14) 
AFFECT/EFFECT
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BREPS NOT BIM
‘Digital tools’ and ‘digital models’ are terms used 
throughout this document. In relation to the research 
question in this inquiry it is important to clarify 
that this project does not investigate generative/
computational design, make a case for file-to-
factory processes nor promote Patrick Schumacher’s 
“Parametricism as Style” (2008). 
Over the course of my career I have used many 
software packages for design – not at all 
revolutionary. My father got me a copy of Autocad10 
when I was in my fourth year of University, I 
recall distorting perspectives to emulate the daring 
geometries of Zaha Hadid’s paintings of “The Peak” 
(1982) and “Hafenstrasse” (1989). At HASSELL we 
used Bentley “TriForma” for much of the design and 
documentation of the National Institute of Dramatic 
Arts. At DRAW we juggled between Vectorworks 
Architect, SketchUp and Rhino. 
There is no doubt great economy in what, for 
convenience, I will call “BIM” programs such as 
ArchiCAD, REVIT, Vectorworks (although these are not 
always used to model building information). These 
packages can produce plans sections and elevations 
from one model or multiple with relative ease. The 
“BIM” packages are very much component based, each 
comes with a vast library of parts, wall types, 
doors, windows that can be ‘parametrically’ adjusted. 
Essentially in their raw state the user is deploying 
a library of components developed by others using 
parameters they determine, for example someone else’s 
idea of what a curtain wall is etc. I find these 
libraries clumsy and deterministic, one is forever 
adjusting lightweights, colours, hatching etc etc, 
particularly at the initial phase of a project. 
Where used to model frames and structure or develop 
detailed scheduling BIM comes into its own.
I prefer the conceptual freedom of modelling surfaces 
as independent entities, working on an inner and 
outer layer which often leads to each reading 
independently. Whilst various “BIM” programs offer 
surface modelling options, I predominantly work in 
SketchUp and Rhino. From a software engineering 
perspective these are very different programs; 
SketchUp is a ‘polygon’ or ‘surface’ modeller, 
whereas Rhino is a ‘non-uniform rational basis 
spline’ (NURBS) modeller. In simplistic terms each 
uses a different type of mathematics. However, in 
their visual representations SketchUp’s “faces” and 
Rhino’s “surfaces, polysurfaces, meshes etc.” appear 
similar in the way they illustrate “topology”, what 
I refer to as surface in an architectural sense. 
In software terms these are collectively known 
representations as ‘BREPs’. There is a raft of 
reasons why one might consider one of the packages as 
superior to the other – that in itself could be the 
subject of another body of research. 
What will become more relevant in future chapters 
is that the connections I make to Stroll et 
al. throughout this document are most readily 
observed through particular types of “boundary 
representations” in the digital realm. The 
nomenclature is a convenient coincidence; the specific 
observation is what these digital representations of 
surface do – that is (mathematically) establish the 
limit of material and the boundary of space and do so 
without reference to meaning, materiality, structure 
or construction – this neutrality is fertile ground 
for the growth of the aforementioned concepts, for me 
the conceptual establishment of surface sews the seed 
for such growth.
 
Fig. D2.13: Conceptual render (UTS)
 
Fig. D2.12 Conceptual render (Barangaroo)
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Over the course of several presentations at RMIT I 
used a number of paired images to help illustrate my 
position / thinking on the multiple roles surface 
plays in the discipline as I see it. They included 
the then Australian Prime Minister Malcom Turnbull 
(of the right) opposing Bill Shorten leader of the 
left, the two contenders for the American presidency 
during 2016; Hilary Clinton contrasted against Donald 
Trump, Arnold Schwarzenegger from his body building 
days facing Australian Rugby Union star Israel Falau, 
and, closer to the discipline of architecture Lyons’ 
RMIT Swanston Street Academic Building opposite Sean 
Godsell’s RMIT Design Hub. More directly relevant to 
the question of surface space relationships in AO’s 
work, images of works by Richard Serra set alongside 
pieces by Rachel Whiteread which were particularly 
useful for me.
At first glance these sets appear to be binary 
opposites, suggesting that one must choose from 
Column A or Column B. The danger of presenting 
dualities is acknowledged. Nonetheless these 
dichotomies were a deliberate choice, deliberate in 
the fact there are, shall I say factions, in practice 
and discourse that preach how architecture should be 
done, something I’ve found frustrating throughout my 
architectural career. I wanted to use these apparent 
opposites to uncover the links that, at least in my 
mind, can bind opposites – to reveal uncertain truths 
or indeed untruths. Following is an attempt to unpack 
these pairs.  Turnbull / Shorten and Clinton / Trump 
pairings all reveal that face value in politics is 
never as clear as it seems.  The Schwarzenegger 
/ Ianone images appear as equally removed from 
architecture as politics but the images indeed 
represent much of the dichotomy that has plagued 
architectural discourse since modernism infected it 
– perhaps indeed modernism was simply a more virulent 
strand of an older virus. The architectural analogy 
here is that the surface of form itself, performative 
or otherwise, plays an equally important role in 
the way we view function regardless of whether that 
surface is or is not adorned. 
In an earlier iteration of my practice I had a 
RACHAEL RICHARD and other pairs 
Fig. D2.15: - Trump/Clinton
Fig. D2.15:- Schwarzenegger / Ianone
Fig. D2.16: - Lyons /Godsell
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motto “Form follows function where function is not 
limited to a utilitarian brief.” In the case of 
Schwarzenegger / Ianone their form is functional, one 
to win competitions based on aesthetics the other to 
win matches on the basis of performance – yet the 
images almost imply the inverse. Ianone’s tattoos too 
are functional in that they associate him with his 
Polynesian heritage and strong Christian beliefs.
Pitching Lyons and Godsell together seemed risky when 
I first put these on show in October 2016, after all 
the presentations were IN the Sean Godsell-designed 
building and Carey Lyon was often in the audience. 
What is interesting about these two buildings is that 
in both instances, surface, particularly their public 
faces, is where their identity, meaning or affect/
effect is played out. In SAB Lyons, as their work 
often does, wear their Post Modern hearts on their 
sleeves. Design drawings of this project show a mute 
surface with a pixelated image of the city draped 
back onto it to reflect a semiotic idea of “RMIT in 
the City”.  The project by Godsell on the other hand 
takes an almost platonic form and wraps a singular 
surface treatment, a gorgeous one at that, around 
all four sides regardless of orientation to the city 
or regard for solar performance.  Both buildings 
engage with the city through the surface of their 
envelope, one appears to through the external surface 
one appears to acknowledge its decoration through 
narrative, the other perhaps not. In some ways both 
these projects represent techniques similar to my 
own; often there is a form of sorts conceived in 
the first instance; a boundary in its own right. At 
times this forms remains unadorned, embellished in a 
process I’ve referred to as “marking boundaries”.
The Serra / Whiteread images provide literal 
analogies of the surface space discussion. Richard 
Serra’s work reminds me of a maze, particularly 
the ones you might find in a children’s comic book 
often drawn with simple single lines. These works 
illustrate to me the notion of spatial boundaries in 
a very clear manner – there are walls of sorts and 
there are spaces between. Serra manages to illicit 
powerful spaces with (what appears to be) such 
minimal means, almost just the sinuous line of a 
puzzle. Of course these weathered steel walls have 
depth/thickness, in the case of “Snake and The Matter 
of Time” (Bilbao-2005) in the order of 50mm, yet 
in relationship to their overall scale they appear 
impossibly thin. There are other aspects to this work 
that appeal; the sumptuous charm of the weathered 
steel, the curiosity evoked by the way sounds travels 
across its curved surfaces and the almost cinematic 
spatial qualities as one progresses through them with 
space unfolding in a carefully contrived sequence. 
Beyond these phenomena, it is the efficacy of the idea 
that resounds; an idea that space need only something 
(apparently) thin to define it – this is in spite of 
my interest in thick spaces. 
Conversely, the castings of Rachel Whiteread 
immediately represent something thick, something 
heavy, yet they often represent precisely the 
opposite; space itself. Had I been aware of Luigi 
Moretti or Andrew Saunders at the time I may have 
included either of their work on Baroque cathedrals 
(see “The Agency of Poche” for more on this). “House” 
(1993) is arguably Whiteread’s most celebrated work, 
not only does it reveal the intricate patterns and 
textures of the former terrace house that provided 
the formwork but more importantly for me is that 
it makes space solid. That solidity is something I 
find useful in understanding the quality of interior 
spaces and their relationships. In experimenting with 
surfaces in the digital realm, I often see space in 
this same manner … as solid. Working this way makes 
it reasonably simple to create (simplified) 3D prints 
of these spaces and the objects that contain them. I 
found this a particularly useful device in reviewing 
past works and projecting ideas into new ones. The 
studies themselves are not atmosphere and have limits 
in that they do not deal with ephemeral and material 
concerns.
Despite the limitations of the binary nature of 
these groupings, they prompt me to ask myself and 
the reader “what else is beneath the surface – 
is there more?” In the case of the light hearted 
Clinton/Trump, Schwarzenegger/Falau combinations 
it’s a simple case of not taking things at face 
value. The Lyons/Godsell duo might be read in the 
same manner, but much closer to the discipline of 
architecture. Whiteread and Serra provide useful 
analogies for the discipline but more specifically 
for my own work. These analogies have helped 
establish different ways into questions of space 
and surface and helped trigger the studies of these 
in two and three dimensional representations. These 
representations are consciously devoid of materiality 
in an exploration of a unifying scaffold. Some 
of the resultant imagery has visual references to 
minimalist art, but an analogy of recording music is 
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Fig. D2.17: - Whiteread / Serra
closer to my process. Various agenda are laid down 
on separate tracks which can be muted at any time 
in the mixing process so that others can be made 
clearer. These diagrammatic constructs can directly 
or indirectly help to visualise spatial and formal 
syntax temporarily unencumbered by other factors. 
They form the structure of the composition; they may 
be consciously discordant or a simple four-four beat 
providing structure for harmonies of materiality and 
phenomena to resonate and embellishments of pattern 
and detail to play their part. The outcome depends on 
the mix determined by the producer.
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TOP: Fig. AOV2.01  - Political Compass (2016)
BOTTOM: Fig. AOV3.02 - Evolution Tree (2000)
The body of work illustrated in Volume 01 “Precursors” 
is diverse in both scale and typology yet there is a 
series of common, although not completely unifying, 
techniques, tendencies and tactics. Amongst them; the 
cut, poche, cover (or wrapping), ambiguity, applique, 
thinness.  This chapter explores this initial body of 
work to more succinctly identify what Richard Blythe 
refers to as the “urges” within it (Blythe 2016). The 
projects have been grouped into three categories 
which illustrate design processes and outcomes - they 
are; Thin Skins, Thick Space and Vague Veils. These 
categories describe the manner in which the work is 
developed and play a role in the way in which it, and 
perhaps architecture more generally, may be perceived 
and experienced.
Why Categorise?
The use of binomial classifications borrows from 
taxonomy in the field of science; “the classification 
of living things … (which) dates back nearly 250 
years, to when (Carl) Linnaeus introduced the 
binomial classification” (Charles & Godfray : 
2002).  In taxonomy scientists work with intricate 
rules to establish how categories are named and how 
specimens fit into a particular classification. Such 
classifications in the discipline of architecture are 
far less precise. In 1971 Charles Jenks attempted to 
cross reference 100 years of politics, architectural 
movements/styles and architectural practices in 
his series of “Evolutionary Tree” diagrams (Jencks 
1971/2000). Later Alejandro Zaera-Polo (AZP) 
adopted a similar technique in “A World Full of 
Holes” (1998) essentially mapping practices of note 
against a similar set of categories. Martyn Hook used 
a comparable method of categorisation adapting a 
“spider diagram (or ‘radar chart’)” model borrowed 
from the wine industry to map the intensity of shared 
interests amongst the partners of iredale pedersen 
hook (IPH) across a range of projects (Hook 2008). 
Zaera-Polo and Guillermo Fernandez Abascal updated 
AZP’s assessment of a new generation of practices 
2.0 
Aggregating Associations 
 a taxonomy of tactics;thin skins, thick space and vague veils.
across the globe in “Well into the 21st Century: The 
Architectures of Post-Capitalism?” In this project 
Zaera-Polo and Abascal surveyed 181 architects and 
placed them into 11 categories on a political compass 
which they’d invented. Bearings on this compass 
ranged from the “Techno-critical … to the Populists” 
(2016). They note “The difficulties of locating the 
practices are evident: some of the practices were 
often bridging non-adjacent categories, so they were 
difficult to locate. Practices are not homogeneous and 
sometimes shift positions between projects…”. Of 
interest the selected practices were invited to place 
themselves on the same political compass; 101 offices 
replied, 15% matched the critics’ categorisation, 20% 
located themselves close to the hypothetical location 
and 10% set themselves in an opposite area. What 
this shows is that a taxonomy of design processes and 
outcomes in design either by the author or critic is not 
perfect, nonetheless it provides a means for reflection 
and analysis. The following analysis establishes the 
framework for each category and maps the work 
against each one in an attempt to provide a path to 
deeper understanding of this work.
practices are not homogeneous 
and sometimes shift 
positions between projects
Zaera-Polo and Guillermo Fernandez Abascal
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TOP: Fig. AOV2.03 - SES Subdivision pattern elevations
MID: Fig. AOV2.04 - SES Interpretive super-graphic 
BOTTOM: Fig. AOV2.05 - SES Interpretive super-graphic
 
TOP: Fig. AOV2.06 - SES Roof graphic
MID: Fig. AOV2.07 - SES Interpretive super-graphic 
BOTTOM: Fig. AOV.08 - SES Interpretive super-graphic
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Thin Surface: 
applique, affect and effect 
A number of the preceding projects rely on thin 
appliques of colour and pattern to convey architectural 
intent, often for affect. It is not immediately clear 
if the pursuit of thinness in this work is strategic 
or circumstantial. The definition of thin here is not 
numerically specific, it ranges from a layer of paint 
as seen in the Marrickville State Emergency Service 
(SES) project (2007~2015), UTS Hoardings (2012) 
and Gallery Lane Cove (2012) projects, or to say 6mm 
in case of the aluminium ceiling panels deployed in 
the Great Hall at UTS (2010~2011). In each situation 
the effect of relatively small budgets (circumstance) 
leads to particular material choices, some of which 
come with inherent surface finishes and in others 
these are applied – in either case they are deployed 
for specific affect (strategy). 
The Marrickville State Emergency Service (SES) 
project (2007~2015) is located on a politically and 
culturally sensitive site in Sydney’s inner-west. 
Numerous protests were held there as a result of 
the proposed and eventual demolition of a group 
of Victorian terrace houses (bar one) that had been 
compulsorily acquired by the state government 
during the expansion of Sydney’s airport. The 
planning approvals process was a drawn-out process 
particularly with regard to the building envelope. 
Acknowledging this history in the building fabric and/
or landscape design was a fundamental requirement 
of the local government’s planning regulations and 
the client / project-manager from another department 
within the local government. Budget constraints and a 
context of light-weight industrial buildings suggested 
a shed form and the aforementioned requirements for 
heritage interpretation prompted the possibility of 
decorating it.  
Over the course of several years, indeed the entire 
lifespan of AO’s collaboration with Vim Design, 
the design of this utilitarian building underwent 
several major client-driven changes in brief, structure 
and acoustic insulation requirements.  Given the 
development process for the envelope had been 
protracted, all of these programmatic changes were 
dealt with through the interior; in its configuration. Its 
figure, or more importantly the surface of the figure, 
which was more crucial to the creation of the cultural 
artefact than program or client / project-manager 
driven construction techniques, remained intact 
throughout the project. 
The site’s history and context are recognised in 
several ways, a number of which are ‘surface 
operations’ each delivering a particular meaning 
through affect by variations in colour and detail of, 
and on, the building’s surface. Up until 1998 a series 
of narrow, free-standing Victorian houses occupied 
the site. The subdivision pattern is traced onto the 
façade represented through changes in colour of the 
0.025mm thick paint finish on the generic profiled 
metal cladding. The width of each band of colour on 
the façade and roof is determined by the dimensions of 
the previous property boundaries. A further reference 
to the site’s history is made through an abstract graphic 
applied to a large expanse of glazing facing the main 
road. The strategy of embedded graphics references 
projects such as the Ricola Production & Storage 
Facility (1993) and IKMZ BTU Cottbus, Information, 
Communications and Media Centre (2004) by Herzog 
& de Meuron and the Nigel Peck Centre for Learning 
and Leadership at Melbourne Grammar School (2007) 
by John Wardle Architects. Multiple image types with 
varying degrees of abstraction were proposed, the final 
pattern was prepared by a third party at the behest of 
the client /project manager. The image, or the pattern 
it creates is not as successful as it had been envisaged. 
Nonetheless the conceptual framework remains 
and, like these reference projects links to context 
and program through thin applied patterns, in this 
instance through vinyl decals approximately 2.0mm 
thick. Here one might draw tangential comparisons to 
Venturi, Scott Brown and Izenour’s decorated sheds 
insofar as meaning and signification are applied in a 
manner that is disconnected from the configuration of 
the interior. 
 
TOP: AOV2.09 UTS Hoardings concept.
MID: Fig. AOV2.10 Bridget Riley  -‘Movement in Squares’, 1961.
BOTTOM: Fig. AOV2.11 UTS Hoardings concept
 
ABOVE: Fig. AOV2.12 – “Ascending-and-Descending”
MC Escher 1960
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The “Deep Surface” project is a series of interpretive 
overlays for construction hoardings at the University 
of Technology Sydney (UTS) during its $1BN campus 
rejuvenation. It is a project without figure or even 
configuration, and like the SES project it attempts to 
draw meaning through applique. Successfully won 
through an invited design competition, the initial 
project brief simply called for embellishment of the 
otherwise banal faces of the ubiquitous plywood 
barriers. Early studies proposed a variety of moiré, 
anamorphosis and op-art techniques using fly-screen 
meshes, paint, decals and reflective film to create 
the illusion of depth. These techniques reference 
the artworks of Maurits Cornelis (MC) Escher and 
Bridget Riley and to a lesser extent the façade of 
Victoria University, Online Training Centre (2002) 
in the manner by which it explores the perception of 
depth on a two dimensional plane and the potential an 
embellished flat surface has to offer architecture and 
those that encounter it. The final iteration of the project 
adopts only two of the concepts; anamorphosis and 
reflectivity. It incorporates abstract references to the 
site’s history through single words printed onto large 
signage banners. The affect is created using UV stable 
ink printed onto the 2mm vinyl fabric. Although there 
is no shed here, decoration is surficial.
Where the hoardings project uses paint to create the 
illusion of depth on a flat surface through graphic 
abstractions, Gallery Lane attempts to accentuate 
planar qualities and highlights the threshold between 
foyer and exhibition space. The simple gesture 
of painting walls and ceilings in mute black and 
changing the colour of the 4mm thick rubber flooring 
across this 1.5 m deep space subtly changes the spatial 
qualities shifting them from default (white space) 
to deliberately defined (black). Balmain House 01 
deploys a similar strategy of accentuating thresholds 
through changes in colour. In this project the clients’ 
interest in Modernist architecture is embraced 
through a white exterior and intense coloured soffits 
at interstitial spaces. This trope of the deep coloured 
threshold which also appears in the SES project is 
again a gesture of creating “thick space” - a concept 
which is discussed in more detail further on in this 
chapter.
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the deeper desired effect lay in
colour and reflectivity
rather than in wanton authenticity  
TOP: Fig. AOV2.14 - Cooper sample
MIDDLE: Fig. AOV2.15 Aluminium mock-up
BOTTOM: Fig. AOV2.16 Aluminium in situ.
The signature element of Great Hall at UTS is “The 
Mantle”. Conceived as a singular undulating surface 
to be read in contrast to the relentless repetitive 
geometry and mass of the existing precast concrete 
structure “The Mantle” draws much of its character 
from the copperish gold finish of the 1100 panels that 
make up its surface.  Initially “The Mantle” was to be 
fabricated from 2mm thick copper sheet. The material 
itself was conceived as subtle reference to the bronze 
cover panels visible throughout the building used 
to seal the ends of post-tensioning cables that tie it 
together. The copper proved to be cost prohibitive 
not only due to the price of raw materials but also 
the complexity of construction and number of panels 
required due to the limited size of readily available 
sheet stock. When confronted with the prospect of 
the project not proceeding due to cost blow-outs, 
the choices for the architects were simple; attempt 
to convince the client to adhere to the authenticity of 
“real” materials thus risking the project being aborted 
OR embrace the faux, to fake it (the copper) and make 
it (the project). The latter approach was adopted, using 
6mm aluminium composite panels [comprising 2 x 
1mm aluminium layers bonded to 4mm polyphenolic 
resin treated with fire retardant] one layer of which 
was powder coated in a metallic orange-gold finish. 
The adoption of the copper-ish paint finish stands 
in opposition to Adolf Loos’ righteous demands for 
authenticity outlined in his moralistic essay “The 
Principle of Cladding” where he notes; “The principle 
of cladding forbids the cladding material to imitate 
the coloration of the underlying material. Thus iron 
can be tarred, painted with oil color, or galvanized but 
it can never be camouflaged with a bronze color or 
any other metallic color” (Loos 1898). The anecdote 
or alibi originally built the story to deploy a natural 
material (albeit highly modified from its mineral 
state). However, the deeper desired affect lay in colour 
and reflectivity rather than in wanton authenticity. 
Further, in the context of Loos, the project also 
refutes his (and other modernists’) attitudes toward 
ornament and decoration. Whilst there is no figurative 
representation in The Mantle’s panel arrangements 
or their non-uniform perforation pattern, the entire 
surface is one large ornament, a tattoo which adorns 
an otherwise drab Brutalist space; any symbolism is 
conceptual.
 
ABOVE: Fig. AOV2.13 - UTS Fashion Parade 2010
 
TOP: Fig. AOV2.17 - SES Boolean concept
MID: Fig. AOV2.18 - SES Entry
BOTTOM: Fig. AOV2.19 - SES Entry
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In this category we see great delight in the possibilities 
of thin mundane materials; profiled metal, plywood, 
plasterboard, vinyl and paint. In each instance there 
is an a-moral stance toward the embellishment of 
surface either for affect and/or effect.
Thick Space; boolean operations for the 
creation of spatial boundaries.
Design drawings for several projects illustrated in 
Volume 01 show a process of notionally “carving 
or cutting” implied “existing” volume to calibrate 
external form and organise interior spaces. These 
projects are typically developed in the digital 
environment using surface modelling software 
packages such as Rhino and SketchUp, etc. exercising 
a suite of commands known as Boolean operations. 
More often than not these operations are subtractive; 
tools such as ‘intersection’, ‘split’, ‘subtraction’ or 
‘difference’ resulting in work that appears monolithic 
formally and spatially, suggesting the suppression of 
additive detail and the concealing of structure. The 
process establishes both the internal configuration and 
external figure of a project, with some work pursuing 
the minimal planar morphology of the massing diagram 
in their detail, whilst others develop expressive surface 
articulations, colour and texture. Ashton Raggatt 
McDougall’s Great Hall in the National Museum of 
Australia was created using similar processes “its 
form generated by a pentagonal Boolean string, is 
shaped like a giant knot (which) represents the tangle 
of stories that bind Indigenous and non-Indigenous 
Australians” (ARM 20. They note “Boolean maths 
(named after English philosopher and mathematician 
George Boole) allows our architects to work with 
objects that are wholly, or partly, imaginary.” (ARM) 
In each instance in AO’s work here, the subtractive 
elements are similarly imaginary. Marrickville SES 
facility provides a similar example.
The initial concept drawings for the SES show 
an imagined off-the-shelf shed hacked externally 
for affect. Acoustically sensitive spaces such as 
communications and operations offices were originally 
planned to be housed in re-used shipping containers 
stacked inside the shed as if ready to be transported to 
the major harbour shipping terminal nearby. However, 
specific site constraints and briefing parameters 
curtailed the literal application of these ideas - yet the 
shed concept remained. The conceptual ‘full’ form 
of the notional shed was ‘adjusted/manipulated’ in a 
digital model whereby slices were ‘removed’ to make 
formal visual connections to adjacent buildings and 
to create sheltered entry thresholds. In these formal 
concept studies the shed itself had no structure, no 
depth – a volume defined by surfaces of zero depth. 
The Boolean operations which separate one volume 
from the other create new surfaces boundaries at 
their intersection which imply new spatial limits of 
their own – spaces of inferred thickness, particularly 
at thresholds. For SES the thresholds, which sit 
within the initial volume (i.e. within perimeter of the 
roof), are animated with splashes of bright orange 
representative of the uniforms worn by the volunteers 
who occupy the interior. 
In the small low-budget project for a community-
run art gallery in the northern Sydney suburb of 
Lane Cove, the process of carving is deployed as 
a technique to create the threshold between entry 
foyer and exhibition space. Two entry portals appear 
as if notched into white wall to reveal a deep black 
interstitial space – a pochéd space. Of course the 
apparently thick wall is not a singular structure as 
was the case in some of the examples of poché from 
earlier in history, but rather in this case a series of 
thin plasterboard partitions housing servant spaces 
(offices, storerooms and wet areas etc.) between the 
two served spaces (foyer and gallery). The concept 
of carving is carried into the detailing of joinery 
in the foyer such as the small seat cut into a wall 
which conceals a level change/ the bold graphic of 
the threshold and associated carved elements create 
the architectural identity of the project, one which 
takes some of the mundane materials and manipulates 
them into to something more … something out of the 
ordinary, made out of something ordinary.
The 2012 competition for the Australia House 
competition in Japan deploys a similar design technique 
to create an interstitial entry space. The competition 
came about as a result of an existing building which had 
been used for an artist-in-residence, being demolished 
by the devastating 2011 Tohoku Earthquake. In the 
proposal a new vernacular form conceptually straddles 
the ghost of the former dwelling on the site whose 
silhouette would be inscribed into the new building. 
Again, using subtractive Boolean techniques, the 
resultant volume is defined by the surfaces created 
at the intersection of the two forms; one real, one  
TOP: Fig. AOV2.17 Australia House - interstitial space
MIDDLE: Fig. AOV2.18 Bunny Lane House (Adam Kalkin - 2001)
BOTTOM: Fig. AOV2.19 - Gallery Lane Cove 
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ABOVE: Fig. AOV2.20: Lodge on the Lake - Boolean operations
 
TOP: Fig. AOV2.21  Beacon
  MID: Fig. AOV2.21“Homecoming”
BOTTOM: Fig. AOV2.22 Plan (lower level) 
imagined (one imagined to be real the other imagined 
to be imagined). The surfaces of this new form were 
to be built using materials reclaimed from dwellings 
demolished as a result of the earthquake providing 
rich texture and historic reference. The new work 
conceived as paired back with no embellishment thus 
creating a dynamic juxtaposition between the two 
conditions. Here we see the surface condition begin 
as thin and volumetric, thickened by the requirements 
of the construction system required to support a 
symbolic material palette. This fictional palimpsest 
is like an inversion of Adam Kalkin’s Bunny Lane 
House. Using a similar technique, the Plumtree Early 
Intervention facility inscribes a completely fictional 
domestic form into a larger mute façade to define the 
entry. The bright colours illustrate a rather different 
approach to surface articulation to the Lane Cove 
project yet all are derived using similar techniques 
in an attempt to define specific spatial conditions that 
convey meaning and/or affect.
The Boolean technique comes into play in a different 
manner in “My Island Home” - a competition entry 
for a new Prime Minister’s residence on Lake Burley 
Griffin (2013). Once again the concept begins with a 
singular mass, here a cylinder -  chosen for its non-
hierarchical form. A cylinder has no back or front 
thus no conventional symbolism yet the gesture here 
is itself politically symbolic, an abstract suggestion 
that all sides of the political compass might be 
represented equally. Political symbolism is explored 
in other ways in the project. Firstly, in its siting; an 
off-shore facility located in the centre of the lake 
itself, a play on the long standing debate in Australian 
politics regarding the detention of refugees in off-
shore facilities after having attempted to travel to the 
island nation of Australia by boat. Another layer of 
political symbolism is delivered with this technique 
through the plan form of an inner space carved from 
the cylinder in the shape of Christmas Island (where 
refugees were detained for processing between 2001 
and 2018 – at the time of writing this the Prime 
Minister has indicated the government may reopen 
the facility). In the era of Google Earth and the drone, 
the plan of the island space is only visible from the 
sky whilst the contents of the lodge are hidden by a 
veil of water when viewed from land. The project’s 
figure reads as a solid mass held in place by a dynamic 
watery surface. 
The concept diagrams that develop from this Boolean 
approach clearly reference the work of MVRDV, 
OMA, JDS Architects and B.I.G. et al.. Michael 
Wacht (2015) refers to this approach as “diagramism.” 
This stylistic approach to design development and 
communication is seen in much of the work under 
consideration here. The diagrams, reductive in nature, 
are free of material, pattern or even construction 
logic at their inception yet often suggest minimalist 
monolithic forms. This is clearest in the interiors of 
Gallery Lane Cove. These operations create surface 
conditions which take a variety of colours, textures 
and details. For example, the SES surfaces are 
embellished through both planar colour and detailed 
pattern, whilst with Australia House the surface 
becomes animated through reclaimed materials. 
Establishing the geometry of surface/volume in this 
manner sets the rules for construction, not technically 
but tactically
Vague Veils: concealing covers and cloaks
The veil appears as a design strategy in several key 
projects. First deployed in a speculative apartment 
project but made explicit in the Venice Biennale 
model in 2008. The concept of wrapping spaces in a 
semi-autonomous screen is also evident in the Lake on 
the Lodge (2013), the Barangaroo restaurant (2013), 
Yagoona Housing (2009) and in a slightly different 
manner, in the UTS Great Hall (2009 ~ 2011).
The façade of the Prime Minister’s Lodge on the Lake 
is hidden behind a curtain of falling water spilling 
from the roof top reservoir.  This giant water feature 
is a foil to the Captain James Cook Memorial fountain 
and becomes yet another monument in the capital’s 
landscape. Whilst water is generally translucent 
in its passive state, the vigorous flow of the watery 
shroud becomes opaque and conceals the activities 
of the Prime Minister, their staff and visitors who 
arrive by boat like so many migrants and refugees 
to Australia before them. In this instance the arrival 
is more glamorous – akin to entering the criminal’s 
lair in a James Bond film. This project invigorates the 
neutrality of the massing drawing with a texture that has 
multiple readings. Like Diller Scofidio Renfro’s Blur 
Building (2002) the water removes all conventional 
ideas of composition or symbolism. Again this gesture 
is itself symbolic, insofar as the conscious stripping 
of orthodox representations of meaning is indeed the 
meaning. The overall composition is monolithic in its 
heft, cloaked in a shroud of constant flux. 
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TOP: Fig. AOV2.23 - Yagoona Housing - screen assembly
MID: Fig. AOV2.24 - Yagoona Housing - internal court
BOTTOM: Fig. AOV2.25 - Yagoona Housing - facade detail
 
TOP: Fig. AOV2.26 - Barangaroo - shroud
MID: Fig. AOV2.27 - Barangaroo - interior
BOTTOM: Fig. AOV2.28 - Barangaroo - night image
The Yagoona Housing project for the invitational 
Think Brick About Face competition in 2009 relies 
heavily on digital technology tools in the conception 
of its outer skin and its proposed fabrication. These 
tools allow for high levels of precision in the 
execution of ideas and ideals. The project is a direct 
evolution of the ideas embedded in the conceptual 
model exhibited in the Australian Pavilion at the 
Venice Architecture Biennale in 2008, a deliberate 
tactic being to decouple the detailed syntax of 
the interior configuration from the figure of the 
envelope. The interior comprised a series of 
reconfigurable apartment typologies wrapped in a 
swathe of brickwork while exploring novel forms 
of assembly and installation using prefabricated 
robot-laid brick panels. The form of the building 
volume was initially conceived as subtly folded 
monolithic surface. In parallel, a single plane of 
stretcher-bond brickwork with varying perpend 
widths was developed. The plane itself had little or 
no connection to the configuration of the interior. 
The patterned plane of bricks was then “projected” 
onto the undulating form creating a variety of 
intriguing visual effects. The use of digital tools nor 
the detail of the brick are not specifically important 
factors here in reference to the concept of the veil, 
what is significant is the conceptualization of the 
screen as a planar surface in the first instance, with 
its articulation a second order idea. These concepts 
combine to create a (semi) autonomous construct – 
ambiguous and beguiling. 
A similar design strategy was adopted for the 
competition entry for a new restaurant building on 
the waterfront in Sydney’s Barangaroo (2013). An 
overall volume was established through a series 
of aforementioned Boolean operations. These 
manoeuvres carefully calibrated the plan and set up 
a framework for a rich and spatially diverse interior. 
The “core form” itself was a compelling formal 
proposition. The idea to conceal it in a folded 
perforated Corten steel screen was three-fold. 
Firstly, to provide privacy to and from adjoining 
apartment developments and secondly to provide 
shade, particularly from the west toward the best 
views and finally to create the identity of the object 
itself.  From afar, little of the interior program is 
legible, the ambiguity of the resultant form and 
perceived crudeness of its material are a conscious 
critique of the formality and preciousness of 
adjacent commercial structures. 
The preceding discussion primarily deals with exterior 
conditions, with figure and form suggesting a Semper-
like take on cladding as a singular focus in the work. 
However interest expands to surface’s role in both 
envelope and interiority; surface as both generator and 
delineator of space where surface and space operate 
as “reciprocal and correspondent entities.” (T/PdeL 
2002 p.20). This concept can be seen most clearly in 
the interior of the Great Hall at UTS.
The faceted panels of “The Mantle” which wrap 
the interior of the Great Hall reference Office dA/
Johnston Marklee’s Helios House (2007). The 
surface twists and folds deep into skylights punched 
through the roof of the existing hefty building onto 
which it is grafted – its geometry and patterning a 
kind of “digital baroque”. The Mantle is both a cloak 
that covers the dull Brutalist interior and a defining 
form it its own right, buried behind its thin coppery 
coating is a thick pocket of fixing and services. The 
complex composition of acoustic treatments, lighting 
and mechanical systems become recessive in overall 
composition. Its geometry is somewhat arbitrary and 
pays little deference to the building in which it nests. 
There is a certain ambiguity in the perception of its 
undulating surface, one is not sure what folds are up 
or down. To again reference Office dA, this project 
strives for ambiguity attempting to blur the distinction 
between real and constructed appearance. Critic Laura 
Harding (2012) referred to this design strategy as 
“fabricating a counterfeit structural reality.” Acoustic 
performance is used as an “alibi” to include a series of 
“false” columns whose hidden roles lie in their visual 
qualities; an attempt to create the illusion of height by 
drawing as much of the ceiling into the wall and to the 
ground as possible. In reference to this move Harding 
quoted French architect Auguste Perret noting “one 
who builds a false column is committing a crime”. 
As outlined earlier, this body of work eschews 
Loosian attitudes toward ornament and authenticity 
yet does not actively pursue these qualities. In closing 
Harding suggests the crime may have succeeded 
by momentarily suspending “the strength of the 
podium (existing structure)’s brutalist framework to 
fashion a contemporary ceremonial space of powerful 
delicacy.”  (Harding 2012)
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At UTS, the Prime Minister’s Lodge, Yagoona and 
Barangaroo the veils are independent, expressive 
surfaces which attempt to blur the reading of 
program and structure. Similarly, the suppression 
of structure and overt reading of tectonics is a tactic 
common to SES, Gallery Lane Cove and Balmain 
House 02. Yet, in these projects surface treatments 
are less intricate resulting in an architecture that 
is uniform in nature, where volume and singular 
formal expression are the defining characteristics.
None of these categories are definitive, some projects 
fall into multiple groups and no classification 
is defined by a single project.  In each of these 
classifications surface plays a key role by the very 
nature of the boundary condition it establishes 
and through subsequent embellishments such as 
texture, colour and pattern, are at times attempts to 
creating meaning. From these (possibly fabricated) 
thematics deeper urges and interests emerge; poché 
as both a generative and analytical tool whereby 
the poché itself is defined by thin lines and surfaces 
that convey space and form, and a rejection of 
the dogma of authenticity - authenticity of form 
and in particular of material authenticity. This 
chapter situates the work within the discipline in 
terms of both architectural practice and theoretical 
discourse, ideas which will be expanded upon in 
the following chapter; “Affiliated Actors.” A more 
specific discussion on ideas related to thickness will 
be discussed in detail in the chapter “The Agency 
of Poche”.
 
TOP: Fig. AOV2.32 - Great Hall, “Mantle” detail
MID: Fig. AOV2.33 - Great Hall, interior
BOTTOM: Fig. AOV2.34 - Great Hall, “Mantle” detail
 
TOP: Fig. AOV2.29 - Great Hall, components
MIDDLE: Fig. AOV2.30 - Great Hall, interior
BOTTOM: Fig. AOV2.31 - Great Hall , in use
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a community of practice
 
TOP RIGHT: Fig. AOV2.37 - Mornington Centre, Lyons (2002) 
BOTTOM LEFT: Fig. AOV2.38 - Melb. School Design
 JWA/NADAAA (2015)
 
TOP LEFT: Fig. AOV2.3 - Basel Signal Box,
Herzog & de Meuron ( 1999)
BOTTOM LEFT: Fig. AOV2.36 - John Lewis Store, Leicester ,
FOA (2008)
The influence of several contemporary architectural 
practices is evident across numerous projects in the 
preceding folio, whilst other works make reference to 
single projects by other architects. It is interesting to 
note where this work is influenced by resistance to 
particular positions by some practitioners and critics 
as much as it is by admired colleagues. This chapter 
expands on previous references to projects and 
practices, clarifying these similarities and identifies 
other common ideas and ideals as well as highlighting 
where differences lie. These practices include, but 
are not limited to; OMA (Office for Metropolitan 
Architecture), Bjarke Ingles Group (BIG), officeDA/
NADAAA, Foreign Office of Architects (Farshid 
Moussavi and Alejandro Zaera-Polo, collectively 
and individually subsequent to the demise of FOA), 
Herzog & de Meuron and, from Australia; Lyons 
Architects, John Wardle Architects and Terroir.
To be influenced by a community of practice within 
the confines of the architectural discipline could 
be seen as limiting. Practices such as Herzog & de 
Meuron, whose sway shall be discussed elsewhere 
in this chapter, draw from the art world for ideas in 
making architecture that is not an artwork but “part of 
the city” (Herzog 1994). Their long-term fascination 
with Joseph Beuys is said to have had profound 
influence on the founding directors Jacques Herzog 
and Pierre de Meuron (Davidovici 2006 p.7). Frank 
Gehry too references art such as the folds of sculptor 
Claus Sluter, a touchstone for seminal projects such 
as the Seattle Music Experience (2000) and Disney 
Concert Hall (2003). Firms such as Ashton Raggatt 
McDougall (ARM), Lyons and m3architecture have 
an innate capacity to draw on art, pop-culture and the 
“architecture of the everyday” to shape their work 
(Lavery 2018 p.95). Others refer to nature through 
Affiliated
Actors
metaphor (e.g. Fariborz Sahb’s ‘Lotus Temple’ New 
Delhi, India, 1986) or bio-mimicry (say Grimshaw’s 
Eden Project, Cornwall, UK. 2001)  AO’s work with 
DRAW 2006-2013 references architectural practice 
and precedent more directly, engaging with art, 
nature and engineering through the implicit nature 
of these connections rather than through explicit 
reference to these allied disciplines. Of note here is 
an acknowledgment that architecture is not by any 
means an autonomous discipline, it is distinct but is 
contingent on innumerable conditions and disciplines 
for its very existence.
The communication methods of OMA and practices 
that have evolved from it such as MVRDV, REX 
(led by Joshua Prince-Ramus), Bjarke Ingles Group 
(BIG), Julian de Schmit (JDS) and other “baby-Rems” 
(Makovsky 2011) have proven to be enormously 
popular amongst architects and lay audiences. If 
others in the OMA office “invented” the use of 
simplified three-dimensional diagrams that explain 
the formal and spatial evolution of projects, Julian 
de Schmit and Bjarke Ingles perfected in their work 
together as PLOT (2001 ~ 2006), and Ingles with 
the team at BIG popularised it. This type of drawing 
appears to effortlessly distil often complex contextual 
and programmatic requirements into simplified 
images that narrate the evolution of form and plan 
in a manner that seems inevitable. These digitally 
produced images and animations whilst akin to the 
more conventional parti-diagram in their attempt 
to crystallise design ideas, read as more democratic 
rather than appearing as some form of masterstroke 
by an eminent creator.
 
TOP: AOV2.39 SES context diagram
MID: AOV2.40 SES context diagram
BOTTOM: AOV2.41 SES facade image
 
TOP: AOV2.42 SES context diagram
MID: AOV2.42 -  Casa da Musica, OMA (2005)
BOTTOM: AOV2.43 - Ricola Facility, Herzog & de Meuron (1993)
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This reductive diagrammatic approach is not limited to 
communications; these practices often produce work 
that is formally expressive yet reductive in its detail, 
although not minimalist in the modernist sense – often 
these are singular forms or collections of paired back 
“objects”. Many of the projects outlined in earlier 
chapters adopt this design methodology – yet there 
are some differences in approach. In some instances, 
the forms and spaces remain smooth and taut, such 
as SES or Australia House (externally), in other cases 
like Yagoona or Barangaroo the conceptually taut form 
evident in the diagram, evolves to become intricate 
textured surfaces informed by other conceptual ideas, 
material choice and the logic of assembly. It is the 
conceptual boundary condition of surface that is of 
interest in this approach to the work more generally; 
as previously noted boundary conditions which 
defined in digital space with no depth or material 
density at their conception – a condition most explicit 
in this communication technique. These simplistic 
surfaces take on new meanings as projects develop 
and are then read through the surface condition of the 
artefact in person as the eye registers light and colour 
in situ, and more commonly in print or digital media 
as is the case with the reader’s engagement with 
this very document. The same can be said about the 
consumption of Koolhass, Ingles and Prince-Ramus’ 
work indeed for any work of architecture – we know 
more about more buildings through the illuminated 
surface of the screen in pictures or in words than we 
can ever hope to visit to verify their authenticity or 
otherwise.
 
The Marrickville State Emergency Service facility 
(SES, 2009~2015) provides an interesting example 
of the use of the diagram. The design drawings read 
directly from the OMA/BIG text book, indeed similar 
drawings are found across this body of work. It is 
of course easy to dismiss the (deeper) design intent 
on any given project when reading the drawings of 
this nature; they have become ubiquitous, although 
no more ubiquitous than an axial parti diagram using 
a 6B pencil that one might find in (say) the work of 
Richard Francis-Jones or in one of Stephen Holl’s 
seductive watercolour concept diagrams. Regardless 
of style, perhaps like the project work of Koolhass et 
al., these drawings illustrate a particular, albeit abstract 
approach to context – indeed OMA is renowned for 
their meticulous contextual analysis. Formally OMA’s 
Casa de Musica (2005) was a key influence on the 
SES project through the manner in which it sculpts 
and chines form – an early idea was to conceptually 
slice one corner of the preconceived shed form in a 
gesture to acknowledge an adjacent building of local 
cultural significance. Surface operations through 
changes in material colour on the façade are the 
result of careful study of the site’s history projecting 
previous ownership patterns onto the façade – these 
patterns are also recognised in the landscape design 
and heritage interpretation.  
Both the projects and philosophical position of Herzog 
& de Meuron have also shaped this body of work and 
the thinking behind it in reference to surface, material 
and meaning. Again the SES project is an example 
where precedents from their folio (Ricola, Mulhouse 
-1993, Eberswalde Library – 1999) provided 
inspiration for the façade super-graphic that interprets 
its heritage context. Other formal and material 
references include Caxia Forum (Madrid – 2007); 
the weathered steel cladding of which provided clues 
for the protective screen of the Barangaroo restaurant 
proposal, while the much celebrated perforated 
copper skin of the De Young Museum (San Francisco 
– 2005) clearly shaped the initial material choice for 
the Great Hall at UTS. Formal inspiration aside, it is 
Herzog & de Meuron’s philosophical position on the 
discipline that has had more impact. Jacques Herzog’s 
interview with Alejandro Zaera-Polo (1994) provides 
a series of comments to which AO aligns itself and 
have triggered new ideas that underpin the work. 
Relevant comments include; “We are not ‘naturalists’! 
The word naturalism smacks of naturalist imagery 
or a back-to-nature mentality!” and “we reject all 
naive romantic dreams of harmony and perfection.” 
Similarly, Vittoria Di Palma’s notes that the 
Eberswalde Library “specifically set out to challenge 
Adolf Loos’s characterisation of ornament as crime” 
(Di Palma, 2006, p.25). These concepts are counter 
to the occasionally dogmatic rhetoric of Australian 
architects such as Murcutt, Stutchbury, Leplastrier and 
Godsell and similar European protagonists of critical 
regionalism and material truthfulness. AO share this 
counter position.  Whilst AO’s contributions may not 
be as celebrated as the office led by these Pritzker 
Prize winners the ambition that drives the work aims 
to be equally “conceptual”. Despite their reputation 
for an interest in surface and with a multitude of 
built works that demonstrate significant innovation 
in this field, Herzog notes “Some architects are 
more interested in surfaces and forms, others are 
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TOP: AOV2.44 - Yokohama Port Terminal. FOA (1995) 
MID: AOV2.45 - John Lewis Store, Leicester , FOA (2008)
BOTTOM: AOV2.46 - Architecture and its Affects Installation, Venice. 
 
TOP: AOV2.47 - UTS Great Hall 
MID: AOV2.48 - UTS Great Hall
BOTTOM: AOV2.49 -UTS Great Hall
more involved with interior space or with light. But 
architecture is always for people to live and work 
in. Architecture is a kind of ‘social sculpture”’ (AZP 
1994). However, it is the idea that surface defines 
the limit of spaces where people live and work and 
the quality thereof is of significant consideration 
in AO’s work with DRAW. Where a surface sits in 
space (i.e. its form), the construction logic that holds 
there, its material character and potential capacity 
to convey meaning or “affect” (Moussavi 2012) are 
fundament to the development of projects. Typically, 
the process begins with the former, that is establishing 
surface boundaries, and evolves to the latter - moving 
from ideas about buildings (noun) to building (verb) 
buildings about ideas.
Foreign Office of Architects (FOA) operated from 
1993 ~ 2010. A number of their projects from that 
time have informed the work of AO, most notably 
the folds of their Yokohama Port Terminal (2002) that 
were a precedent for the ceiling of the UTS Great Hall 
and others such as the Carabanchel Social Housing 
(2007) and John Lewis Department Store (2008) 
have shaped the Yagoona Housing and Barangaroo 
Restaurant. Like the aforementioned practices the 
former principals of FOA Alejandro Zaera-Polo 
and Farshid Moussavi are prolific contributors to 
contemporary discourse on architecture, in particular 
their views on various readings of surface. Alejandro 
Zaera Polo’s “The Politics of the Envelope” (2008) 
explores the political agency of building envelopes. 
He concurs with Semper suggesting that the “building 
envelope is possibly the oldest and most primitive 
architectural element.” (2008 p.76) He adds that “the 
envelope is the surface and its attachments” (2008 
p.78). The article’s position on the external influences 
on architectural composition through the envelope 
has helped shaped AO’s critical position. Whilst he 
suggests “paper architecture has lost its effectiveness 
as a political vehicle” (2008 p. 77) the political agenda 
of the Lodge on the Lake Competition owes much of 
its conceptual framework to this piece. 
In each of Farshid Moussavi’s books from the series 
“The Function of ” ( … Ornament [2008 with Michael 
Kubo] … Form [2009 with Daniel López] … Style 
[2014 with Marco Ciancarella]) are continuations of 
positions established as FOA. In each one Moussavi 
and her collaborators attempt to decouple established 
binaries of these concepts. Similar pursuits can be 
seen in AO’s work say through the application of the 
veil. Whilst in each instance where a veil is deployed 
there is a functional role, there is equally an arbitrary 
overlay either of colour choice, perforation pattern 
or configuration. In a conversation with Paul Finch 
(2015), Moussavi describes surface and envelopes as 
“thing(s) in their own right”. The exploration of these 
“things” is a key concern in AO’s work and in a similar 
vein to Moussavi recognises these explorations can be 
simultaneous operations that are equally independent 
and inter-dependent processes.  Examples of “things” 
in AO’s oeuvre include the ceiling at the Great Hall, the 
watery surface of the Prime Minister’s Lodge, and the 
screens of Yagoona and Barangaroo. Farshid Moussavi 
Architects’ (FMA) installation “Architecture and its 
Affects” at the 2012 Venice Architecture Biennale 
retrospectively resonates in this body of work, the text 
accompanying the installation notes “Affects engage 
people through aesthetic perception. …Though built 
forms incorporate different material and intellectual 
contents, these meld together into novel sensory 
forms, which once created, are what they are. They 
have no cognitive content in their actuality. They are 
just formal and their meaning depends on their affects 
and each individual’s perception of them. Affects are 
therefore the aspect of forms through which architects 
influence – without determining and limiting – 
people’s experience.” (FMA 2012).
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TOP: Fig. AOV2.53 Bourke Street Ceiling, JWA (2010) 
MID: Fig. AOV2.54 - Melb. School Design, JWA/NADAAA (2015)
BOTTOM: Fig. AOV2.55 - UTS Balcony Room 
 
TOP: Fig. AOV2.50 - City of Fiction. Lyons, (2000)
MID: Fig. AOV2.51 - City of Fiction. Lyons, (2000)
BOTTOM: Fig. AOV2.52 - UTS Hoardings, “deep surface”
In “Aggregating Associations” ideas of applique, 
thinness and veils that conceal were identified in AO’s 
work as DRAW. Similar notions were conveyed in 
Lyons Architects’ “City of Fiction” installation first 
commissioned for the 1999 Seppelt Contemporary 
Design Awards and later exhibited at the 2000 Venice 
Architecture Biennale. The installation comprised 
of 100’s of “brick sized postcards depicting Lyons’ 
project work and design propositions. Viewed as 
one, the postcards formed an abstracted image of the 
contemporary city. The design propositions include 
phrases such as “Meaning in 150mm”, “Skin Deep”, 
“Thin Surface” and “Surface not Form” (Lyons 
1999). Similar ideas are evident in multiple AO 
projects for example, meaning is represented in the 
SES and UTS Hoardings projects through 0.025mm 
of paint and 2mm of vinyl. Using the sub-title “Deep 
Surface” the hoardings project referenced Lyons’ 
Victoria University Online Training Centre (2002). 
Whilst AO’s work is typically more restrained in its 
execution and does not tend to misappropriate the 
everyday (Allpress 2000 p.41), the attitudes toward 
authenticity link the two practices. Similarly, in their 
exploration of ideas through surfaces that may or may 
not be connected with program, both - like Moussavi, 
approach projects as if they have “gotta work” (Lyon 
2018 p.148).
John Wardle Architects (JWA) is one of Australia’s 
most celebrated architectural practices. Based in 
Melbourne their work sits somewhere between the 
post-modern aesthetic of the likes of Ashton Raggatt 
McDougall Lyons and McBride Charles Ryan; and 
the crafted austerity of Sean Godsell.  JWA’s work is 
imbued with narrative and the process of making. It 
is interesting to observe the evolution of the way in 
which the practice defines craft and how they have 
embraced digital design and fabrication technologies 
as a method to deliver precise architectural intent. 
Wardle himself notes “We have a genuine fascination 
with the chemistry of materials and the human 
qualities evident in fine construction. This can be 
as pronounced in digital fabrication as it is in more 
traditional expressions of craft.” (Wardle 2018). 
This precision does not usually involve the kind of 
macho-structural or minimalist expression found in 
Godsell’s work for example, it is more flamboyant 
in its formal strategies and embellished in its detail; 
structure is not necessarily suppressed but it is 
rarely the primary expressed in an explicit manner. 
AO does not share the same obsession with craft, 
which is not to say making as a concept is shunned. 
There are similar approaches to form generation and 
surface embellishment between the two practices. In 
describing the work of JWA in “This building likes 
me” (2017) Mauro Barraco and Louise Wright note 
JWA “buildings, for the most part, lack external 
appendages; verandas, pergolas, porches … these 
elements are used within the line of containment… 
the sections reveal dynamic volumes.” One might 
suggest they’d make similar comments about the body 
of work under consideration here. The Barangaroo 
restaurant proposal project provides one example of 
this, akin to the “frayed ends and mannered cuts” 
Wardle discusses in his RMIT Masters Dissertation 
(2001) the ‘core-form’ is stretched in parts to capture 
views and heighten user experience when seated at 
the extremities of the daring cantilevers. 
The folded plasterboard ceiling planes of Balmain 
House 02 and “The Balcony Room” at UTS appear 
to share similar concerns to several JWA projects 
including 500 Bourke Street and the Melbourne 
School of Design designed in collaboration with 
NADAAA (formerly Office dA). It is no surprise 
then that the practice has been influential in the 
development of AO’s work and position, not only 
through NADAAA projects but through Nader 
Tehrani’s writing and prolific contributions to 
architectural discourse. The comparisons between 
projects are numerous and relatively direct; folded 
plasterboard interiors, triangulated metalwork, brick 
screens and other veils etc. yet, like AO’s relationship 
to Herzog & de Meuron it’s the thinking behind this 
work where traits are shared and at times diverge. 
In 2002, Tehrani and Monica Ponce de Leon wrote 
of their desire to “redefine tectonics as the apparent 
and finished membranes of construction. Thus 
architecture’s various supplements, be they structural 
substrates, fireproofing …recede in this discussion 
pointing to the surface of architecture as the arena of 
primacy.” (T/PdeL 2002 p.7) The term “finished” here 
is of relevance insofar as it could equate to the idea of 
material limits – a concept set out in the author’s initial 
PhD proposition.  In their essay “Aggregations” (2010) 
Jason Fowler and Tehrani suggest that one reason the 
study of tectonics has largely been marginalized is by 
the emergence of the diagram and that this approach 
seems to refuse to address structure and construction 
as key areas of concern. They argue a diagrammatic 
approach would “sidestep the crucial intellectual and 
practical concerns prompted by a rigorous study of the 
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means and methods of construction.” (p. 48). It is clear 
that AO’s diagrammatic approach to the generation of 
form appears to avoid the expression of construction, 
the necessity of the joint etc. Yet where, in instances 
where the sidestepping is a design objective itself, 
in fact it demands a particularly deep engagement 
with the “means and methods of construction” (and 
one could add procurement) or else conceptual if 
not contractual control of process is lost. In AO’s 
work tectonics supports spatial exploration rather 
than drives it, otherwise it risks becoming a slave to 
the constraints of the status quo imposed by others. 
“Ultimately, processes of aggregation (assembly/
construction) is a means to an end rather than an end 
in themselves.” (p.53) 
Both NADAAA and AO share a skepticism about 
material honesty as a moral necessity as suggested 
by the likes of Kenneth Frampton et al. who tend 
to “conflate the poetic production of effect with 
the appeal of an ethical imperative” (Fowler and 
Tehrani 2010 p.51). The UTS Great Hall provides 
an interesting example by which we see that 
“aggregation and tectonic configuration … go beyond 
the honesty to materials as an ethic…. (and) establish 
a more critical, if devious relationship to the narrative 
intent.” (p.51) The “Mantle” was conceived in copper 
the narrative intent lay in its colour and reflectivity. 
However due to budgetary constraints the “Mantle” 
was built from “coppery” coloured aluminium 
composite panels. Each of these materials had 
specific construction requirements its own “tectonic 
configuration”; the copper coil being smaller than the 
aluminium composite panels required more panels 
and joints than aluminium. Here we again explore the 
concept of surface as ‘material limits’ come into play, 
in this instance in terms of the relationship between 
the performative limits of materials and the zone of 
occupation contained within the ‘spatial boundaries’ 
these limits define.
Terroir formed in Hobart and Sydney in 1998 and 
have expanded their office to Copenhagen in 2009. 
There are some similar formal/spatial tactics in their 
work, for instance Terroir’s “toy” building Burnie 
Makers (2009) was a touchstone for the formal 
approach to the SES building; and the folds of their 
Peppermint Bay (2004) appear to have shaped other 
projects in a less direct manner. However, the closer 
link with Terroir, and to a degree Herzog & de 
Meuron, NADAAA, MFA et al. is a philosophical 
and structural one. A number of the leaders of these 
practices have active on-going roles in research and 
education in addition to the production of projects 
within their practices, some holding senior tenured 
positions; Herzog & de Meuron both Professors at 
ETH Zürich (1999-2018); Koolhass a Professor at 
Harvard as is Farshid Moussavi; Tehrani – Dean of 
Architecture at The Cooper Union (NYC) and Zaera-
Polo a Professor at Princeton.  In each instance they 
are supported by a team of interns, architects and 
administrators. When they began their collaboration 
the principals of DRAW, AO’s John de Manincor and 
Vim Design’s Adam Russell,  shared an interest in 
architectural discourse beyond their projects which 
fuelled the critical development of their work together, 
de Manincor now holds a tenured position at The 
University of Queensland. Formed a few years prior 
to DRAW, Terroir had a more structured approach 
to their involvement in architectural discourse, 
research and academia.  Gerard Reinmuth has noted 
in a number of public forums that the practices they 
admired when establishing Terroir were situated 
in both academia and practice, citing the likes of 
Libeskind and Steven Holl and that type of structure 
was vital to their mode of thinking - a difficult terrain 
to negotiate in the Australian academic context. When 
they formed, Richard Blythe was a senior academic at 
the University of Tasmania, and went on to become 
Dean of Architecture and Design at RMIT (he left 
the practice in 2017 and relocated to the USA where 
he is Dean of Architecture at Virginia Tech), Scott 
Balmforth was (and remains) based in Tasmania as 
“the delivery man”, with Gerard Reinmuth running 
the Sydney office whilst teaching occasional studios 
at UTS. Reinmuth is now Professor of Practice at 
UTS and splits his practice time between Sydney, 
Hobart and the Copenhagen office. So the link here 
is not simply of style or project reference but of a 
consideration of what might constitute an ideal mode 
of practice for AO – one that is “tactically located at 
the nexus between professional services, research and 
education.” (DRAW) 
In Volume One of the AO Files the impact of the work 
of local and international practices is evident. This 
chapter has made explicit the influence of a global 
community of practice on both AO’s position and 
projects. It illustrates how the likes of OMA, (BIG), 
NADAAA, FMA, Zaera-Polo, Lyons, JWA and Terroir 
have collectively and individually shaped AO’s body 
of work in a variety of ways.  The chapter highlights 
three things that tie these practices and AO together. 
First is the activities that many undertake in the 
discipline in addition to the making of buildings. It’s 
possible to think that these practices see architecture 
as a verb rather than a noun, a concept put forward 
by Aaron Betsky in the curatorial framework for the 
2008 Venice Architecture Biennale “Out there”. He 
suggests that “buildings are the tomb of architecture” 
…. “is the way we think and talk about buildings, how 
we represent them, how we build them.” Second is 
the way each exhibit a nuanced, occasional abstract 
understanding of their locality through engaging in 
contemporary discourse which is at times confronting. 
For AO, architectural discourse informs the work 
before, during and after the fact. AO brings a global 
perspective of context to bear on the work which sits 
outside well-worn discussions on critical regionalism 
and the morals of materiality. Third is that each engage 
with a particular reading of / operation on surface to 
establish form and space, the consistency between 
them is indeed their “rabid diversity” (Hook 2019).
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The preceding chapters set out observations on AO’s 
work and approaches to it in relation to preoccupations 
and processes in the projects completed between 
2006 and 2013. The preceding chapters explored 
this body of work in relation to other architectural 
practices in Australia, Europe and the USA and 
identified different roles surface plays in developing 
architecture as object and experience in the context of 
AO’s own oeuvre. The surveys discovered that AO’s 
exploration of surface, and thus space, is conceived 
independently from structure (not independent of 
it). This concept is not new to the discipline hence 
the following discussion contextualises the work 
within a broader theoretical discourse. It draws on 
writing by American philosopher Avrum Stroll, from 
architectural history and theory including Semper, 
Loos, commentators of their writings and on the topic 
more broadly by Mark Taylor and Andrew Benjamin. 
The chapter also brings into play thoughts and ideas 
from contemporary architects and critics; some of 
whose work spans both sides of the disciplinary coin, 
that is theory and practice. 
As evidenced in earlier chapters AO’s design process 
is one which continually decouples and re-couples 
conceptual endeavour and technical resolution usually 
beginning with the former. It is possible to consider 
that this design process is also one that could be used 
to analyse built work more widely. If one assumes 
AO’s ambition is to build, at what point are these 
questions re-coupled? Put another way, how and when 
does one, as Albert Kahn suggests make distinctions 
between “the art of architecture and, the business of 
building” (Leatherbarrow and Mostafavi 2002 p2). 
Whilst this chapter explores the theoretical contexts 
of surface, it is acknowledged that “architecture is not 
philosophy …. (and) the importance of the distinction 
lies in the nature of the former’s material presence” 
(Leatherbarrow and Mostafavi 2002 p2).
The question of “Why surface at all?” is important not 
only as a means to interrogate this body of work and 
what drives it, but equally as it remains a consistent 
topic in architectural discourse. One answer that 
answers this question well is J.J. Gibson’s ideas 
of perception through surface, cited by American 
philosopher Avrum Stroll in his essay “Reflections on 
Surfaces” (1992 p.2);  
“Why, in the triad of medium, substances, and surfaces, 
are surfaces so important? The surface is where most 
of the action is. The surface is where light is reflected 
or absorbed, not the interior of the substance … and 
the surface is where vibrations of the substances are 
transmitted into the medium.”
 
These ideas hint at a phenomenological approach, 
however Stroll relegates ideas of phenomena and mental 
representations to a ‘second-order’ in the perception of 
surface.  AO’s method or position is similar to Stroll’s 
own view in that phenomena itself is not dismissed 
in the work but it forms part of other conceptual, 
formal and programmatic concerns that are realized 
through surface operations. However, phenomenon is 
understood through the acts of imagining, realizing 
and engaging with surface conditions either in situ, 
or in the contemporary condition through printed 
and digital media. Stroll’s ‘first-order’ considerations 
provide fertile ground for expanding an abstraction of 
surface as conceptual construct rather than a material 
one, he talks of thinness and notes there is a “problem 
about what counts as a surface” (Stroll 1992 p. 195). 
His commentary on what constitutes the surface of 
a lake for example (the water or the land below?) 
is derived from Leonardo da Vinci’s observations 
on the surface between oil and water which has no 
bulk or thickness. This abstract concept correlates 
to the way in which surface is considered in AO’s 
work whereby surface is thought of as boundary 
condition rather than a material construct, this is 
ABOVE
Fig. AOV2.56 - Barangaroo, “shroud” 
Articulating
Alignments 
context in practice and praxis
design processes may begin with an 
idealized preconceived mass or form
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particularly evident in the digital design medium 
which is discussed further on in this chapter. AO’s 
formal explorations in design are typically developed 
through surface operations regardless of their actual 
depth as discussed in “Aggregating Associations” 
(see Thinness). The design processes may begin with 
an idealized / preconceived mass or form, or take on 
abstract, often planar explorations of applied finishes, 
folds and perforations of thin membranes – these later 
latter concepts are graphically illustrated in chapter 
“Marking Boundaries”.
It is impossible to discuss surface in architecture 
without some reference to Gottfried Semper’s 
Primitive Hut and other ideas on dressing. Semper’s 
discussion establishes the analogy of surface as fabric 
and that fabric, or cladding, is dependent on the frame. 
In Surface Architecture (2002) David Leatherbarrow 
and Mohsen Mostafavi dissect Semper’s premise, 
they write:
“… (the) surface of buildings … (is) the subject matter 
of architectural design. The autonomy of the surface 
presumes a distinction between the structural and non-
structural elements of the building, between frame and 
cladding. … The relationship between structure and 
skin has preoccupied much architectural production 
since this period and remains contested today. The site 
of this contest is the architectural surface.”
Leatherbarrow and Mostafavi’s observations like 
many others accept Semper’s position that surface is; 
a) an additive condition and b) deferential to structure. 
Semper’s well documented analogies regarding 
surface as analogous to fabric suggest “... the beginning 
of building coincides with the beginning of textiles.” 
They quote Loos as saying; “‘covering is the oldest 
architectural detail’” and that “‘cladding is older even 
than structure.’” In Loosean terms then, AO’s work 
pursues “old” detailing; covering and concealing are 
evident in much of the work realised or otherwise, it 
is not only seen in “Vague Veils” (see Aggregating 
Associations) but the bold monolithic nature seen in 
multiple projects, which demonstrate a tendency to 
suppress structure. That said, there is no regard for the 
morals Loos preaches in “The Principle of Cladding” 
(1889) and “Ornament and Crime” (1908).  
As noted in previous chapters AO’s approach revels 
in working with thinness both conceptually in the use 
of digital modelling techniques and in the realised 
work which often deploys inexpensive claddings and 
linings - sometimes through circumstance of budget, 
at other times through desire. One reading of the work 
is of course that it is directly comparable to Semper’s 
textile analogies; brick, plasterboard and metal are 
fixed to a multitude of frame types as they twist and 
fold for both affect and effect. Yet Semper’s position 
does not entirely sit well. AO’s work is conceptualized 
around the surface itself and the forms and spaces 
they create for occupation. Frame, structure and 
other performance criteria, whilst necessary, are 
subservient to other concerns be they conceptual, 
spatial or experiential. If one were to draw an analogy 
at all, the work first focuses on the affect and/or effect 
of the dress rather than the act of dressing, or even 
dressing-up as Harottonian notes (2004). Issues such 
as budget, security etc. as problems to be addressed 
are wholeheartedly acknowledged and at times used 
to drive particular ideas further. However, of the 
artefact itself, or its representation in unbuilt work, 
and the experience thereof is the prime subject of 
the architectural ambition. This experience might 
be one of phenomena, say in the case of the wash 
of natural through penetrations in The Mantle UTS 
or more abstract experiences – say the experience 
of “understanding” the conceptual framework of the 
watery cloak of The Lodge on the Lake. Whilst indeed 
there are instances of wrapping and veiling in the work 
which in some instances take on the texture of tapestry, 
the manner in which it is conceptualized inverts both 
Semper and Loos’ premises. Both suggest surface 
is typically draped over a ‘core-form’ (its structure) 
which pre-exists. The hypothesis here is that the idea 
is conceived as surface, surface as silhouette (i.e. as 
form) and/or surface as the definition of space (i.e. 
the interior). These ideas on surface are represented 
through line (analogue or digital), or modelled 
digitally using NURBS (non-uniform rational basis 
spline), meshes or other polyhedra. In each scenario 
surface establishes the condition for the frame and/or 
structure. The animation of surface; pattern, colour, 
material is the subject of interdependent investigation. 
In an analogue process the line of the diagram whether 
in plan, section or form study predicts surface, a 
condition which defines the object in context along 
with the delineation of space and volume. Andrew 
Benjamin’s essay “Surface effects: Borromini, Semper, 
Loos” is helpful in understanding the relationship 
between line and surface. In describing the line’s role 
in ‘projecting’ surface he notes that the line “has to be 
understood as that which distributes volume …  line 
becomes the architectural correlate to the surface” 
(Benjamin 2006 p. 3). Benjamin’s reading of Semper’s 
technique is of relevance, if only to exemplify as a 
point of difference. He suggests Semper’s technique 
did not presume an idealized form, rather that it is 
“the wall [i.e. the surface] is that which brings about 
spatial enclosure.”  Whereas in the conception of 
much of AO’s work, objects and spaces exist in the 
abstract, space indeed takes on the appearance of 
mass, a form in its own right. The programming of that 
form occurs through the subdivision of these invented 
wholes either through addition and/or subtraction as 
if working with a finite amount of plasticine or clay. 
These operations occur in the digital environment and 
it is in this space that the interior is often projected as 
solid; this concept is discussed further in the chapter 
“The Agency of Poche”. Of note is that whilst the 
work is often explored in a digital environment using 
parametric software, it rarely takes on the plasticity of 
clay offered by digital tools as seen in the early works 
of (say) Greg Lynn or the parametric gymnastics of 
Yansong Ma (MAD), Schumacher and Hadid.
The line’s significance in relation to surface and space 
is particularly relevant in the sectional drawing, from 
the conceptual sketch and to traditional technical 
documents. Design intent is understood in terms of 
the lines that define the extremities of cladding, or 
indeed load bearing walls, which in turn delineate 
silhouette and form externally, internally they set 
out the linings which demarcate the extent of space 
and create programmatic subdivisions. Semper’s 
structure is thus nested between these lines in the 
section drawing (or digital model), the plan simply 
being a horizontal section. At times in AO’s work 
the frame is wrapped tight by these membranes as 
if vacuum packed for economy, in other instances 
framing and sub-framing bulge and billow to meet the 
line of intention. Myriam Blias “wonders about the 
possibility of an architecture of cladding independent 
of its structural frame, with regard to architecture’s 
representative role.” (Blias 1996 p.125) She goes on 
to suggest the details contained in the inner workings 
of the section remain mute externally as they are only 
seen in the context of 2D drawings but adds “the 
organization of space, the configuration of a building’s  
TOP: Fig. AOV2.57 - Great Hall, skylight concept.
MID: Fig.AOV2.58 - Great Hall, “Mantle” as veil.
BOTTOM: Fig. AOV2.59 - Great Hall, section
P. 133P. 132
envelope and the treatment of its cladding constitute 
a most important part of what is given to architects to 
reflect upon.” (p.125) 
Like most architectural practices, AO works with 
a variety of software for design, representation and 
fabrication – the practice is not at all unique in that 
sense. However, particular modes of the digital 
interface highlight the abstract nature of surface in 
developing ideas about form and space as suggested 
by Stroll, in essence through surfaces with zero 
thickness, particularly surface modelling software 
such as Rhino, SketchUp, Blender and Maya. Like 
the lines of the 2D section drawing, the distance 
between surfaces in the digital environment can 
literally follow pragmatic constraints or take on more 
expressive forms whether they be planar, folded or 
curvaceous. Seyed Yhaya Islami writes “the majority 
of today’s modelling software is surface-driven … 
which exploit the thinness and complexity of digital 
surfaces.” (Islami 2016).   Yet AO’s interest is not in 
parametricism or a fascination with “skin” nor does 
it take “its authority from the inherent ‘vitalism’ of 
computer-generated series” (Vidler 2000 p.227), 
rather the work explores topology over typology (Yim 
& Luna 2017).  
Whilst Semper purports that building evolved from 
the Primitive Hut to forms of mass construction - the 
stone cottage, the Catalan vault or poured concrete 
walls, the discourse on his work remains heavily 
focused on fabric and the frame. The external 
form and internal arrangements are defined by the 
extremities of a given material, there simply is no 
frame - surface and structure are, in a conventional 
sense, integral. Circumstance has not seen these 
materials or construction techniques deployed in AO’s 
work to date, particularly built work. Yet, based on the 
approach seen in this work, it would be a reasonable 
proposition to think that similar strategies would 
come into play. 
This brings forth the very question of tectonics and 
expression, or indeed in AO’s oeuvre repression of 
structure and assembly. Frampton’s view that “building 
remains essentially tectonic rather than scenographic 
in character and it may be argued that it is an act of 
construction first, rather than a discourse predicated 
on the surface, volume and plan” (REFERENCE) 
prompts several ideas in relation to positioning AO’s 
work. Firstly, is to -acknowledge a point of divergence 
outlined previously – that is the work typically begins 
with a spatial and formal idea, akin to the scenographic 
qualities that Frampton decrees.  In some sense 
‘building’ might be thought of as tectonics whereas 
‘architecture’ might be something else entirely. 
Secondly, a position that the construction techniques 
are often a “consequence” of the conception of 
“surface, volume and plan”, all of which become the 
subject of architectural discourse. The work is rarely 
expressive of its construction and, at times, revels 
in subverting such expression. One might argue that 
the work is more akin to Loos’ contemporary Otto 
Wagner in its pursuit of a “tectonic form in which the 
actual structure often remains hidden.” (Hartoonian 
2004 p.48) Regardless of the material palette, design 
often begins with the monolith in abstraction, as a 
massing diagram it is this diagram which plays a key 
role in the evolution of the project, its touchstone. 
The manner in which this evolution occurs involves 
iterative investigations of form and space through a 
process whereby space itself is considered to have 
formal properties – a mass, or collection thereof, in 
their own right. Surface operations thus dictate the 
contained and the container; the contained as space, 
as configuration and interior experience, the container 
form or figure and the experience of the object in 
context; be it urban, suburban or remote.  
The above approach to design risks a similar critique 
to that which Ruskin suffered. Anuradha Chatterjee 
observes that “nineteenth-century commentators felt 
that his [Ruskin’s] perception of buildings was not 
architectural, as he privileged colour and ornament 
over structure.” (Chatterjee 2009 p.70). She intimates 
that, like Semper’s cloth analogies, Ruskin viewed 
surface like clothing. The difference being that Ruskin 
saw surface as the single most important element of 
architecture.  The privilege given to surface in AO’s 
work is a potential site for colour, and/or ornament 
where surface may indeed be definition of structure, 
further surface is the mechanism that gives rise to 
form, informed by a myriad of social, economic, 
cultural and performative criteria. As noted earlier the 
work consciously rejects Loos’ moral position in “The 
Principal of Cladding”, nor does it accept Ruskin’s 
position on the cloth, pattern or detail – the digital 
surface in the context of this work is the precondition 
for these concepts to come into play.
Much of the above discussion refers to positions 
on architectural surface from the perspectives of 
critics outside the production of buildings. The 
writing of a collection of practitioners, educators and 
theorists that includes Alejandro Zaera-Polo, Farshid 
Moussavi, Nader Tehrani and Monica Ponce de Leon 
provides provocative and productive explorations 
and investigations of surface from the perspective 
of the researcherly designer (Yee 2017 p. 155). The 
writing of Tehrani is particularly useful, indeed 
AO shares a number of the concerns Tehrani has 
developed, initially with Ponce de Leon as Office dA 
and subsequently through NADAAA. A discussion 
on this as exemplified in project work is contained 
in the chapter Aligned Actors. Tehrani and Ponce de 
Leon’s essay “Connubial Reciprocities of Surface and 
Space” contextualises their own work theoretically 
and practically through a process of identifying the 
manner in which they work and observations on the 
artefacts they’ve produced. A key shared premise is 
that the work of AO and Tehrani attempts to “deal with 
surface and space as reciprocal and correspondent 
entities.” (T/PdeL 2002 p. 20).  As we’ve seen, a 
common thread in AO process is one of primary and 
secondary surface ‘operations’ in the creation of form, 
space and, in both instances, affect. Tehrani and Ponce 
de Leon suggest that surface in architecture cannot be 
discussed without reference to the work of Herzog & 
de Meuron (HdeM) and Frank Gehry (Gehry) each 
offering vastly different approaches to the topic; 
similar observations are made in the preceding 
chapter. They note HdeM’s interest lies in material 
innovation and skilful manipulation of the surface 
of skin through print, pattern etc., whereas Gehry’s 
playful formality, more often than not in a single 
material, renders “indifferent the spatial construct to 
which they are meant to correspond.” (p.20) These 
opposing concerns are played out in AO’s work, more 
so in the manner in which they are conceived than in 
their final form. There are two seemingly “paradoxical 
lineages” identified by Tehrani and Ponce de Leon; 
the rational and the empirical. (Ponce de Leon and 
Tehrani 2002 p.21) They argue rationalists include 
the Greeks, Shinkle and Mies with the empirical line 
stretching from the Baroque through Dieste to Gehry. 
Mies dealing with exactitude, Gehry with “techniques 
that are dedicated to form in its pure expression.” 
(2002 p.21) The authors raise the idea of a search 
for an alibi for the arbitrary in their work, they allow 
their mastery of function and fabrication techniques 
to be misconstrued as fact, yet note “one’s alibi may 
 
TOP: Fig. AOV2.60 - Great Hall, draped ceiling concept.
MID: Fig. AOV2.61 - Great Hall, perforation study optimising acoustic.
BOTTOM: Fig. AOV2.62 - draped ceiling realised
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be false, a mere pretext to get away with the crime.” 
(2002 p.22)  The work of AO deploys techniques that 
rationalise the arbitrary where surface provides an 
affidavit for an intent of affect. As observed earlier 
the UTS Great Hall is an example where effective 
acoustic performance was used as an alibi to justify 
the proportion of new linings for spatial affect, one of 
“powerful delicacy.” (Harding 2012).
Much of the discussion on surface in this body of 
work alludes to an aversion to considerations such as 
performance, construction and structure in the design 
process and consequently the phenomena in reading 
tectonics - what Tehrani calls “the tectonic grain” 
(2018). Of course these concerns are crucial to the 
creation of the artefact and technical expertise is an 
essential skill for the professional. It may simply be 
a question of the timing of such considerations that 
is fundamental to AO’s process. Whilst the practice 
resists some of the moral positions of Semper, Loos, 
Frampton et al, there is concurrence with Semper’s 
view that “alIgemein formelles” usually precedes the 
“technisch” or in the case of Loos that construction and 
the frame are “the architect’s second task” (Loos 1989 
p. 66). For AO decisions on material choice, structural 
strategy etc. rarely precede the formal or spatial idea, 
although in many instances they are simulations acts. 
Tehrani and de Leon pose the idea that to control 
surface, they (and possibly architects generally) need 
to closely control the process of construction in the 
same way that Blias (1996) suggests architects control 
the inner workings of the section - only then are they 
(architects) able to get away with the “crime” of ideas. 
This alibi may be one way in which the recoupling of 
architectural intent and technical resolution might be 
considered. 
In Tehrani’s essay “Aggregation” (with Justin Fowler) 
they suggest that embedded technical resolution, 
particularly aggregation and tectonic configuration 
of surface is a means to move beyond Frampton’s 
position on the effect of tectonics as an ethical 
imperative to “negotiate the uneasy tension between 
tectonic facts and the poetics of effect” (Fowler and 
Tehrani 2010 p.61). Here we return to the notion that 
the formal idea demands technical resolution but that 
the idea regardless of its origins takes precedence. 
For AO, negotiating this tension may be realised 
through simple well-executed 2D documentation, or 
increasingly in the exploration of new technologies 
where there is scope for the architect to be ahead of the 
contractor in new methods of design, documentation 
and fabrication.
This chapter set out to explore AO’s position in 
relation to established texts on surface as a means to 
identify theoretical and philosophical positions on the 
design processes and outcomes. It reveals ideas in the 
work that are both analogous and alien to established 
positions on this concept. Where the work is divergent 
it is partly a result of resistance to dogma such as Loos’ 
demands for authenticity; “wood may be painted 
any colour except one – the colour of wood.”  (1898 
p.67) Where similarities exist such as in Semper’s 
sequence of design they reinforce the possibility of 
a design processes that indulges conceptual freedom 
and simultaneously insists on technical rigor revealed 
in work that favours surface over structure yet 
acknowledges their interdependence as in the case of 
Tehrani et. al.
 
ABOVE
Fig. AOV2.63 - Great Hall, assembly drawing
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Marking
Boundaries
The techniques and tendencies of Thin Skins, Thick 
Space and Vague Veils in this body of work all begin 
with some form of “boundary representations”. 
There are two layers to these representations; the 
first referring to visual representation either through 
manual line drawings or a variety techniques within 
various software programs that visualize surface in 
the virtual realm (breps, surfaces, meshes, planes, 
faces etc etc). The second being a more conceptual 
idea in relation to ideas explored by Stroll in his 
definition of surfaces - that “they are boundaries, 
usually the upper or outer limits of things” (p.193). 
As Taylor notes in his abstract for the paper “Surface 
Talk” (2003) which provides a simple overview of 
Stroll, much of the discipline’s “view of surface has 
been informed by the structure/ornament debate”. 
The preceding chapters outline how AO works with 
surface in a manner that attempts to operate outside 
this debate reflecting Stroll, his peers and other more 
abstract ideas. These abstract constructs are important 
not only as methodology or design technique for AO 
but also as a means to analyze built form as we’ve 
seen in the examples of Moretti and Saunders. 
That said these boundaries morph as they approach 
realization, these “things” often take on a variety of 
patterns, textures and colours. Moretti’s studies of 
Baroque cathedrals are helpful yet only map primary 
spatial relationships, they do not reveal the intricate 
texture of their ornate surfaces. Whereas Saunders’ 
scans and printed models not only provide a spatial 
representation, they capture the complex topography 
and rich painted embellishments of the interior. The 
technology employed by Saunders relies solely on 
surface as a physical boundary, in simple terms the 
laser needs something to bounce off to register its 
existence. Although its technique captures colour, the 
laser cares not about the surface’s depth, honesty or 
materiality (in its romantic sense).
An extrapolation of the above in AO’s method would 
be that it begins in studies akin to Moretti’s casts and 
is then embellished to varying degrees, although not 
to the levels observed by Saunders’ scanners. The 
reading of such embellishment is fundamental to the 
narrative of a given project and the experience of 
it; its affect. The marking of a project’s boundaries, 
its ornament, its decoration may be as simple as 
variations in planes of colour such as the thresholds of 
SES, Lane Cove, Balmain House 01 or Plumtree Early 
Education Centre, or take on more complex form and 
detail. In Australia House the rich patina of reclaimed 
materials provides a specific narrative, a memory of 
loss. At SES the façade colours and textured window 
graphics also take on narrative roles. 
The marking of boundaries can be equally 
phenomenological and functional, they can have affect 
and effect. The arrangement of the battens at the entry 
of Balmain House 01 provides visual privacy from one 
direction and allows for views out in another. Timber 
provides a warm hue to the entry, with detailing 
developed from a construction logic simultaneously 
creating a visually striking pattern. For the UTS 
Great Hall the surface of “The Mantle” is perforated, 
partly for acoustic absorption partly for aesthetics. 
Minimum and maximum densities were established 
by consultants; at the same time the architectural 
idea was to pursue a gradation of density to enhance 
the illusion of height thus showing surface operating 
across both conditions. The folds of the enveloping 
screen for Barangaroo are partly structural (stiffened 
through triangulation), with large apertures providing 
broad views to the harbour beyond and perforations 
in material used to lessen the weight of the screen as 
well as allowing dappled light into the restaurant. The 
impression the building from the public realm lies in 
a combination of the folds, their perforations and their 
patina - a messy unfinished form starkly contrasting 
its up-market commercial and residential neighbours. 
The play of light and shade is mostly understood from 
the interior. In this instance we see narrative (rust), 
function (shade/structure) and more experiential 
qualities all derived through the manipulation and 
marking of its bounding veil.
 
The following photo essay illustrates these concepts 
in detail.
 
 
TOP: Fig. AOV2.63 -  Marrickville SES
MID: Fig. AOV2.64 - Gallery Lane Cove
BOTTOM: Fig. AOV2.65 - Balmain House 01
 
TOP: Fig. AOV2.66  - Marrickville SES
MID: Fig. AOV2.67  - Gallery Lane Cove
BOTTOM: Fig. AOV2.68  - Plumbtree Childcare
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TOP: Fig. AOV2.73 - Decal Textures
BOTTOM: Fig. AOV2.74 - Decal Textures
 
TOP: Fig. AOV2.69 - Tiles
BOTTOM: Fig. AOV2.70 - Threshold
 
TOP: Fig. AOV2.75 - Decal Textures
BOTTOM: Fig.AOV2.76 - Decal Textures
 
TOP: Fig. AOV2.71 - Threshold
BOTTOM: AO2.72 - Entry Battens
Balmain House 01 Marrickville SES
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TOP: Fig. AOV2.81 - North elevation - louvre patterns
BOTTOM: Fig. AOV2.82 - North elevation - louvre patterns
 
TOP: Fig. AOV2.77 - Mantle detail
BOTTOM: Fig. AOV2.78 - Mantle colour /texture
 
TOP: Fig. AOV2.83 - timber wall cladding texture
BOTTOM: Fig. AOV2.84 - timber wall cladding texture
 
TOP: Fig. AOV2.79 - Skylight detail
BOTTOM: Fig. AOV2.80  - Mantle colour /texture
UTS Great Hall and Balcony Room UTS Great Hall and Balcony Room
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Barnagaroo RestaurantLodge on the Lake
ABOVE:
Fig. AOV2.86 - Sun screen texture
ABOVE:
Fig. AOV2.85 - Waterfall facade texture
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Surface and the 
Spaces Between
This chapter investigates parallel processes in AO’s 
work which explore architecture’s “general” and 
“second” tasks (Loos 1989 p. 66). AO’s rejection on 
Adolf Loos’ moralist position regarding ornament 
and decoration has been discussed in preceding 
discussions. However, there is one view they share, 
that is the role of construction, that is the invention 
of the frame or construction, Tehrani’s “tectonic 
grain” (2015) is a secondary task. Jonathan Hill 
adopts a similar position in his discussion on building 
and drawing “the architectural drawing depends on 
related but contradictory ideas. One indicates that 
design is an intellectual, artistic process distant from 
the grubby materiality of building” (2006 p.16). 
Secondary, is not at all last or irrelevant if one were to 
suggest that ideas of all sorts are the architect’s “first 
task” and if these two were in some form of race, in 
the leg managed by AO ideas would win crossing the 
finish line milliseconds before the second task – it 
would be a photo-finish. Like in any race scenario, 
first and second place positions could swap multiple 
times throughout the heat.
The investigation of this work has thus far focused 
on the architecture’s first task, the ideas that conceive 
surface and the methodologies that locate them in 
space; surface operations. An earlier contention was 
that surface can be thought of as the limit of materials 
and the boundary of space. So what then of material 
limits and the spaces they contain? This section will 
briefly explore the spaces between surfaces through 
the role of material and construction that define surface 
as built form and the occupation of the volumes they 
create.
The term ‘limits’ in the above conception of surface 
has two interwoven meanings – both refer to physical 
properties. First has to do with physics in relation to 
issues such as size and strength; how big is it? how far 
will it span? are fixings expressed etc; issues as noted 
previously that Tehrani would term “the tectonic 
grain” (2015). In simplistic terms let’s call these X 
and Y values. These values are particularly relevant in 
relation to cladding and lining (sheet materials, bricks, 
tiles, concrete panels) –the edges of their parts play 
an important role in the broader makeup of surface 
conditions. Stroll (1998 p. 207) might describe these 
edges as their “thin terminal boundaries.” Let’s also 
say the Z value refers to “depth”. Depth also has two 
dimensions to consider; Z-1 being the very thickness 
of the material whose limits are in question, Z-2 being 
the depth of various layers of structure, sub-structure, 
insulation etc etc. Thus combined, the outer face of 
material limits is set at Z-0. Design then becomes 
a series of negotiations to determine a surface’s 
location in the Z-0 direction and its articulation (and 
potentially its embellishment) in X and Y. The factors 
that influence these negotiations vary enormously 
but can be put into two general categories; the 
pragmatic (legal, physical, financial, technical) 
and the poetic (spatial, experiential, cultural). The 
following illustrates how these negotiations played 
in two projects in detail, working between the limits 
of materials in X, Y and Z (0/1/2) and how this 
negotiation shaped the boundaries of space through 
images of their occupation.
The patterning of the façade of the Marrickville SES 
has been discussed in earlier chapters. To briefly recap, 
changes in the colour of the profiled metal cladding 
correspond to the previous sub-division pattern from 
when the site was occupied by rows of semi-detached 
Victorian-era dwellings. The supergraphic applied 
to the large expanse of glazing to the street provides 
another interpretation of the former occupation of 
the site. Like early works by Lyons Architects the 
intended audience for these articulations “is the 
one that travels up and down the adjacent highway 
– mobile, distant and anonymous.” (Kaji-O’Grady 
2001). The envelope was established in a development 
application approved in 2009. The project did not 
proceed to construction at that time for an array of 
political reasons. In 2012 the project was resurrected 
with a revised functional brief including significant 
increase in acoustic insulation requirements (the 
facility is 1,100 metres from the runway at Sydney’s 
Mascot Airport). The client’s instructions were that 
the external envelope was not to change. What was 
a Z dimension of 200mm for perimeter walls from 
outer face of metal cladding to inner plasterboard, 
increased to 450mm including wider air gaps and 
multiple layers of plasterboard. This change improved 
the acoustic amenity and had minimal if any influence 
on spatial qualities and zero impact on the narrative 
of the façade. The form and envelope were triggered 
by the initial design concepts digitally modelled as 
simple planes – it’s “art”. Several years were spent 
on the “business” of getting it built (Leatherbarrow & 
Mostafavi 2002) and occupied. The occupants have 
little sense of what lies beneath the surface in the 
spaces where they train and operate. 
One of the key conceptual drivers for the UTS Great 
Hall was to create an interior that radically contrasted 
with the existing Brutalist structure and dramatically 
altered the proportions of the space. This ambition 
manifested itself in an idea of a continuous surface 
that wrapped walls and ceiling, which evolved into 
“The Mantle”. The initial proposal had an expressed 
Voronoi pattern which concealed lighting and 
services, yet had little logic for the set out of panels 
(their X and Y boundaries) or perforations themselves. 
The competition drawings hinted a suspended ceiling 
system and metal sub-frame to hold the undulating 
Z-0 coordinates of the surface in place. Following the 
competition win, the concept developed into a more 
abstract geometry with no unifying logic – which was 
at that stage the design intent. Copper was selected 
as the preferred lining material held in place with 
top-hat sections using proprietary suspended-ceiling 
fittings. Lightweight steel wall-frames set out to suite 
the complex geometry were included in the tender 
documents. At this stage “The Mantle” comprised 840 
unique copper panels, unique in shape and perforation 
pattern - the tender for this element came in over 
budget. The design was rationalised in collaboration 
with a preferred fabricator and installer with the final 
configuration comprising 932 aluminium panels on 
the outer face with 142 unique shapes – this put the 
project back on budget. When the perforation pattern 
was factored in, the design had 932 unique panels. The 
fabricator’s modelling consultant AR-MA proposed 
a new method of framing the walls using plywood 
gussets. These gussets met the set-out of the X, Y and 
Z-0 of the walls developed in the initial Rhino bound 
by a surface of zero Z-1 depth. 
This chapter illustrates how these examples suggest 
a method of establishing “rules” contained within 
surface models that determine a variety of boundary 
conditions. It identifies that what happens in the space 
between these boundaries in terms of the business 
of building, is fundamental to realising the art of the 
initial idea. Further that what happens in the space 
between these boundaries in terms of the experience 
of the user and observer, is fundamentally why these 
ideas are conceived in the first place.
 
TOP: Fig. AOV2.87 - operable screen construction
BOTTOM: Fig. AOV2.88 - Opening exhibition
Gallery Lane Cove
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TOP: Fig. AOV2.93 - timber truss in use
BOTTOM: Fig. AOV2.94 - threshold, orange on orange
 
TOP: Fig. AOV2.89 - timber truss, construction
BOTTOM: Fig. AOV2.90 - threshold, construction
 
TOP: Fig. AOV2.95 - threshold, orange on orange
BOTTOM: AOV2.96 - meeting space, orange on orange
 
TOP: Fig. AOV2.91 - threshold, construction
BOTTOM: Fig. AOV2.92 - timber truss, construction
Marrickville SES Marrickville SES
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TOP: Fig. AOV2.103 - Great Hall - balcony room
BOTTOM: Fig. AOV2.104- .Great Hall - balcony room
 
TOP: Fig. AOV2.105 - Great Hall - balcony room
BOTTOM: Fig. AOV2.106 -  Great Hall - balcony room
 
TOP: Fig. AOV2.99: “Mantle” installation
BOTTOM: Fig. AOV2.100: “Mantle” panels “x/1100”
 
TOP: Fig. AOV2.101 - Fashion Parade (2010)
BOTTOM: Fig. AOV2.102 - .Keating and O’Brien in conversation (2016)
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The Agency of Poche 
 the interior made solid 
As evidenced in Volume 01, AO’s work explores affect/
effect in multiple ways, in some instances generated 
though pared back planes and folds at other times via 
pattern and texture. This chapter is concerned with the 
conceptual representation of surface as boundary and 
examines this concept through the ‘agency of poche’. 
This idea is an illustration of boundary conditions 
both as an analytical tool and a design tactic in the 
work of AO’s work and potentially beyond. Boundary 
conditions are examined in both two and three 
dimensions; the latter explores the idea of ‘the interior 
made solid’. It should be noted here the word agency 
does not adopt the social agenda often associated 
with the term such as espoused in Marxism for 
example. It is understood that such social and political 
connotations exist in the phrase, yet the dictionary 
definition more accurately conveys the intent of the 
term in this discussion, that is; “action or intervention 
producing a particular effect.” 
Analytical drawings of the UTS Great Hall were 
presented to a panel of critics at RMIT University 
in June 2016. The sectional drawings were rendered 
using a multitude of abstracted “poche” techniques 
in an attempt to convey ideas from the Tehrani/Ponce 
de Leon paper “Connubial Reciprocities of Surface 
and Space” where they discuss Renaissance and 
Baroque buildings as divorcing their contents from 
their corresponding facades “through the Agency of 
Poche.” (T/PdeL 2002 p.22) The drawings distilled 
the “finished membranes” of the interior into a series 
of single line diagrams illustrating the elusive surface 
condition between oil and water discussed by da Vinci 
and Stroll. The line, which implies surface, acts as a 
mediator between space and structure and it could 
be said to represent Tehrani and Ponce de Leon’s 
“apparent and finished membranes of construction” 
but of course the line itself cannot convey, “their 
subsequent effects.” (T/PdeL 2002 p.24).  The 
drawings presented in Melbourne also sought to make 
evident Andrew Benjamin’s idea that the line is “that 
which distributes volume.” (2006 p. 14). What can 
be read as common to both these ideas is that each 
represents a boundary condition. In terms of sequence 
in design process, Benjamin’s “lines as concept” 
develop into surface representations then evolved 
to become Tehrani/Ponce de Leon’s constructed 
membranes in built form.
One aspect of the design idea for the UTS Great 
Hall was to clearly demarcate existing fabric from 
new material in the creation of a “conceptual heart 
for UTS” (DRAW 2009). The lightweight lining of 
“The Mantle” reads in stark contrast to the apparent 
heft of the precast concrete structure in which it sits. 
To paraphrase Venturi et al. it creates a contradiction 
between the inside and the outside, manifest in a 
surface which produces an additional space between 
the lining and the existing structure. The space left 
over by this contradiction takes on a new dimension 
when illustrated as poche (Venturi et al. 1966 p. 
74/78). That this space has depth is made evident 
where the linings fold and wrap up into voids cut into 
the existing structure to allow daylight penetration, 
their red-golden surfaces bouncing shimmering light 
deep into the plan. Where the structure and suspended 
ceiling are merged in the poche drawings their mass 
is the dominant condition. Where this is reversed, 
the spatial complexity reveals itself, when the 
structure and material are removed from the drawings 
altogether, space is understood as an element in its 
own right; the interior made solid.
 
Fig. AOV2.109 -  UTS Great Hall ~ poche studies 
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Fig. AOV2.111-  UTS Great Hall ~ poche studies 
 
Fig. AOV2.110 -  UTS Great Hall ~ poche studies 
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Fig. AOV2.112 -  Balmain 02 - spaces and surfaces
In two-dimensional drawings poche can work in 
multiple ways; “it is as much a tectonic as it is a 
drawing convention, denoting load-bearing masonry 
construction that presumes space and structure to be 
congruent” (Lueder 2015 p.125); beyond confining 
the specific limits of construction poche is also used 
as a means to illustrate a multitude of other conditions; 
thresholds, spatial hierarchies, public/private, served/
servant etc. Each of these conditions is defined by an 
enclosing line, in the most abstract poche drawings 
the line takes on the same graphic qualities as the 
‘space/s” it contains. For example, Gallery Lane Cove 
uses poche to illustrate the creation of served and 
servant conditions in its plan configuration. The lines 
that delineate the extent of this poched condition in 
plan do not discriminate between different substrates 
or finishes, but as Benjamin suggests the line predicts 
surface which defines volume. In the Lane Cove 
example volume is reasonably limited in its Z axis 
thus effect is explored through a perceived thickening 
of the “wall” that separates the lobby from the gallery; 
this thickening is highlighted through changes in 
colour. Similarly the renovation of a small worker’s 
cottage in Sydney’s Balmain uses the same technique 
nesting pantry, laundry and kitchen in a similar 
“thickened” wall of a unified paint finish. Whether 
used as a design tool as in the case of the Lane Cove 
and Balmain projects, or as an analytical tool after the 
fact as in the UTS drawings, the various iterations and 
abstractions of poche help to illustrate the relationship 
between line and surface and the spaces between 
them.
Poche is the basis of the 1748 Nolli Plan of Rome which 
generated new readings of the city in describing the 
public nature of particular buildings. In so doing Nolli 
obliterated lines of ownership, instead defining spatial 
boundaries inscribed by the limit of wall surfaces with 
no regard for their construction or ornamentation and 
eliminating barriers such as doors and windows in 
the process. Beyond the plan, poche is a powerful 
technique to illustrate volume. In a discussion 
regarding this body of work Dr Stephen Collier 
suggests the author appeared to be more interested in 
volume rather than surface, adding that poche is an 
experiential drawing type. Koetter and Rowe (1980 
p. 135) write that beyond the appeal of urban poche 
it is not hard to acknowledge that a building itself 
may become a type of poche – habible poche. The 
earlier chapter “Aggregating Associations” described 
TOP: Fig. AOV2.113 - Gallery Lane Cove - served and servant
MID: Fig. AOV2.114 Balmain 02 - poche
BOTTOM: Fig. AOV2.115 Balmain 02 - poche
TOP: Fig. AOV2.116 - Gallery Lane Cove - served and servant
MID: Fig. AOV2.117 Balmain 02 - poche
BOTTOM: Fig. AOV2.118 Balmain 02 - poche
P. 161P. 160
the process of ‘Boolean Operations’ to create 
interior volume and exterior form through a process 
of “subtractions” a process akin to the creation of 
Koetter and Rowe’s habitable poche. In digital space 
architectural entities, be they floor plates or fictional 
farm houses in Japan, are represented as ‘polyhedral’ - 
volumes defined by a series of faces which in software 
terms are known as boundary representations (Breps). 
“By their definition polyhedra are finite and can be 
fabricated with material.” (Magalingam 2001 p. 
604). Whilst Magalingam thought of these varying 
entities as building fabric, equally they might be 
thought of as solid spatial volumes. Through the 
‘Boolean Operations’ described earlier these solids 
are “scooped” from a particular volume in a similar 
way to Koolhass’ “radical inversion of architectural 
poche … from a device of urban contextualisation 
to one of internal lobotomy,” (Leuder 2015 p. 131). 
OMA’s proposal for Tres Grande Bibliotheque (1989) 
demonstrates this point well. “The Very Big Library 
is interpreted as a solid block of information … 
the major public spaces are defined as absences of 
building, voids carved out of the information solid.” 
(Koolhass 1998 p. 616), this concept is illustrated 
through numerous poche techniques in both plan 
and section. One of the many design models shows 
the voids expressed as solids floating in a super-
sized Corbusian piloti-like structure. In the physical 
model each void thus has a surface which defines its 
boundary condition, Koolhass notes “Since they are 
voids they do not have to be ‘built’ …. independent 
of each other, of the external envelope, of the usual 
difficulties of architecture” (Koolhass 1998 p. 617). 
Before Koolhass et al explored the void, Italian 
architect Luigi Moretti explored space in a similar 
way when he produced cast concrete models and three 
dimensional drawings of the interiors of St. Peter’s 
Basilica (Rome) and Santa Maria Church (Lisbon) in 
1952. In the accompanying paper “The Structure and 
Sequence of Space” (1953) he argued “empty space” in 
buildings, in contrast to their constructive and formal 
properties, is central to understanding the nascent and 
full impact of the architectural experience. (Wong 
2016 p.105). In 2017 Andrew Saunders revisited the 
Moretti experiments using LiDAR (light detection 
and ranging) scanning technology to record the 
interiors of several Baroque cathedrals and 3D printed 
them as solids. This exercise has analogies with the 
sculptural work of English artist Rachel Whiteread. 
Peter Wong draws a number of relationships between 
 
TOP: Fig. AOV2.119 - Tres Grande Bibliotheque, OMA (1999)
MID: Fig. AOV2.120 Casting space, Luigi Moretti (1952)
BOTTOM: Fig. AOV2.121 - 3D print,  Andrew Saunders (2017).
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Moretti’s studies and Whiteread’s art practice, he 
notes “Whiteread’s process as a sort of double-agency 
in the architectural design, moving back and forth 
between allegiances of objects and space.” 
A series of digital models and 3D printed physical 
models of AO’s work were presented at a subsequent 
symposium at RMIT later in 2016 along with a 
number of 2D poche drawings similar in nature to the 
studies for UTS. The digital representations were an 
evolution of the earlier sectional studies rendered in a 
manner which did not depict materiality or specifically 
delineate differences in materials or surfaces. They 
showed select primary interior and exterior surfaces 
in varying shades of transparency which highlighted 
where the “contradiction between the inside and the 
outside” lay (Venturi et al. 1966 p. 74~78).  One 
could extrapolate Venturi et al.’s interpretation of 
Gyorgy Kepes whereby “physical object … owes its 
shape and character to the duel between opposing 
tendencies (of inside and out)” (Maglaingam 2001 
p.606) to an understanding of surface. With regard to 
poche these tendencies can be read as the contained 
and the container, the figure and the ground, surface 
and the space between. In these scenarios the 
boundary condition is paramount as it defines both 
circumstances. “Since the inside is different from the 
outside, the wall - the point of change - becomes an 
architectural event.” 
Taken further, Venturi et al’s “point of change or 
event” could be construed as surface itself. It is in this 
condition, this point of change that this body of work 
embarks on its journey to create “social sculpture” 
(Herzog 1994). En route the spaces between the 
finished membranes of construction are filled with the 
mechanics of making in an effort to create memorable 
moments of occupation.
This chapter demonstrates how the melding of 
analytical drawing techniques that are hundreds 
of years old and relatively recent modes of 
representation merge to shine a new light on physical 
and philosophical readings of surface through the lens 
of work by AO as DRAW.  It illustrates that the two 
dimensional bounding line of poche in plan or section 
has correlations to boundary representations in three 
dimensional space, both scenarios highlight one of 
the key aspects of surface in the built environment; 
that “whether construed as abstractions [drawings] or 
as physical entities [buildings], (surfaces) are always 
types of boundaries.” (Stroll 1988 p.190).   Fig. AOV2.122 - Balmain 02 3D prints
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The question of authenticity and its relation to 
surface is elaborated in the preceeding Volume. 
The following anecdote may seem trivial, however 
it highlights a significant point in how I, in how 
others might, approach questions of surface, one not 
(necessarily) limited by authenticity. 
In a later afternoon chat during the first few daze 
(not a typo) of the UTS competition Adam and I hit 
upon the idea of the continual surface wrapping and 
folding, something light-weight, specific material or 
materiality had not come into our minds. It was late, 
we went home to our families. Excited, I discussed 
this with my partner Sandra (an architecture academic 
at UTS at the time) – “what about bronze she 
suggested.” “Too obvious I replied ... maybe copper, 
like a cousin. It has to shimmer; the building is so 
drab!”. 
Adam too was excited about the project and 
unbeknownst to me made a rough digital model at home 
late that night. He showed me the renders the next 
morning, which depicted a shimmering gold ‘Mantle’. 
“HOW did you know I was thinking this thing would 
be shiny copper!!??!!!” He replied, “MMM ... it’s 
TIMBER. I think I set the reflectivity a bit high. BUT 
copper would be awesome!” 
ON AUTHENITICITY
 
Fig. D3.01 UTS Great Hall Conceptual render
 
Fig.D2.02: UTS Final material
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Drawing is an integral part of architectural 
practice, a term intertwined with the very identity 
of the discipline. In some instances, drawing instils 
a sense of intimacy, in others it is simply used as 
an instrument to convey information for the purposes 
of construction. Drawing for me is an abstraction 
before it is a representation – which is not to say 
all of my drawings are abstract. Rather, as I think 
that ideas themselves are abstract thoughts, drawings 
are thus the means of conveying those thoughts and 
are, by definition, abstractions. 
There is a great deal of discourse on drawing 
methods that is (too) often binary in nature. At 
one extreme there is a romantic view that drawing 
by hand promotes an intimate relationship of mind 
and body; and the apparent opposite in the creation 
of digital “drawings”. The other extreme revels in 
the creative capacity of digital manipulation and 
computational design. For me these are moot points, a 
kind of circular discussion like Beatles v’s Stones, 
Oasis v’s Blur or Corbv’s Miesor even Godsell v’s 
Lyons (Sean Godsell v’s Lyons Architects). In my 
practice digital and analogue processes are simply 
different tools and like any tool they do different 
things and convey things differently in the same 
way that the gesture of a charcoal life drawing is 
different to a hand sketched construction detail 
developed on site with a felt-tip pen – viva la 
difference! One important point on drawing in its 
broadest sense comes from Jonathan Hill’s idea 
that “Some of the most innovative architectural 
developments have arisen not from speculation in 
building, but through the translation of particular 
qualities of the drawing to the building.” (Hill 
2005 p. 18) I am by no means a skilled illustrator; 
I could not sit and draw a subject with a great 
sense of reality. It is perhaps as a result of this 
shortcoming that I have a personal preference for 
working in the digital realm in both two and three 
dimensions. I have a tendency to create diagrammatic 
illustrations that help me to distil ideas, this 
was the case in the work with DRAW and has proven 
to be so in the analytical images of this research. 
Digital modelling for me is a form of sketching, 
simply a form of spatial and organisational thinking. 
In some of my work the digital embraces parametric 
and computational design processes (say in the Great 
Hall and Think Brick projects); in reference to the 
focus of this research, the process of redrawing (and 
RE:REDRAWING
Fig. D3.03 - UTS poche studies - the interior made solid
(Presented at PRS 03)
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Fig. D3.04 - UTS Great Hall Mantle
remodelling) has focused my attention on surface 
as something outside well-established concepts of 
surface’s performative role, its material qualities 
or its ornamentation. The recognition of this concept 
over the course of this research has been liberating 
for my own work; and, for the discipline I believe 
it offers an alternate way of thinking about the 
conception and reception of form. 
A colleague once observed one should not ask what a 
drawing is OF but rather what it is FOR. A benefit of 
thinking through drawing, regardless of the medium, 
is that sometimes we don’t know either until the 
drawing is complete, or even some time afterward. 
Early on in this research I created a series of 
analytical diagrams / drawings of the Great Hall 
at UTS, quickly tracing sectional pdf drawings in 
Photoshop (wish I’d have used a vector drawing back 
then). At that stage I was not 100% sure what the 
drawings were actually “of” nor exactly what they 
were “for” – it had something to do with a premise 
I’d put forward in my pre-application that “in the 
conception and creation of buildings and cities 
designers specify the limits of materials that form 
surfaces to create spatial boundaries; space is thus 
defined by material.” – I would now add “by surface”. 
These drawings tried to elicit ideas from texts I’d 
been reading at the time – primarily “the agency of 
poche” from Tehrani and Ponce de Leon’s “Connubial 
Reciprocities of Surface and Space” and ideas of 
thinness from Stroll’s “Reflections on Surface”. 
The analysis of these concepts has been discussed 
in detail in Volume 02. At that point I’d not read 
the full version of Stroll’s book “Surfaces” which 
includes concepts on edges, faces and boundaries 
through Clark and Gibson, nor had I engaged with 
Andrew Benjamin’s “Surface Effects”. The diagrams 
generated a lot of discussion at one particular 
presentation at RMIT, one panelist describing them as 
“enigmatic” others suggesting they made the arguments 
for the dual role of surface clear and the dichotomy 
of the interior / exterior explored in the work. 
Another, raised the question of the continuity of the 
lines presented, hinting that the drawings merged 
different materials and surfaces into one. 
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Fig. D3.04 - analytical drawings of Balmain 02
I have found the redrawing process revealing. On 
completion and further consideration of these initial 
drawings, I observed several concerns evident in 
the work and the research underway that had not 
previously manifest themselves in other modes of 
representation. Firstly, the redrawing process 
clarified something I knew about the Great Hall 
project but had eluded me, something that had not 
been represented in such a stark manner before. That 
is, that we were primarily concerned with the spatial 
and volumetric condition in the first instance, 
material ideas came later, the zone of construction 
was a consequence of these ideas. Secondly, the 
diagrams triggered the idea of “the interior made 
solid”/“space as object” even if drawn in only two 
dimensions. Here it’s worth noting that the term 
poche in these drawings moves beyond the infill of 
zones of construction as the original term implied. 
In the same sense that the Nolli plan expands beyond 
construction to understand public space in Rome, 
the technique expands to elicit spatial concerns in 
plan and section. Further that the drawings conflated 
multiple materials into singular surfaces and this 
may indeed be how we perceive space. Thus inverting 
that process of using poche as a tool for observation 
of design to a tool of generation for design may be 
a powerful concept. Later, the drawings as present 
in my mind, began to inform how I would “read” 
further texts on this topic – for example chapters 
on Thompson Clark, J.J. Gibson and in particular 
“Boundaries” from Stroll’s book “Surfaces”. 
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At the suggestion of another panelist from the 
same PRS discussion I later began mapping the work 
seeking common threads within it (see the chapter 
“Aggregating Associations” for conclusions on 
this). I again redrew a number of key projects to 
illustrate some of these common themes. I remodelled 
five projects generally using a single representation 
technique ~ the ghosted render. This remodelling 
was a controlled version of the types of early 
design models we would often prepare at DRAW, 
simply a building’s surface – as few as possible in 
the early phases of design. With Stroll et al.’s 
discussion informing my investigation, the infinitely 
thin boundary representations in these models made 
me rethink what surface might mean; almost as 
something non-existent. When rendered in ‘ghost’ 
or ‘x-ray’ mode they made the role of surface as 
boundary (in Stroll et al.’s theoretical sense) 
explicit but equally for me as a conceptual idea, 
as a different way to think about materiality and 
space. I discovered how I revel in the manipulation 
of these boundaries, particularly when they are free 
of structure and materiality early in a project 
where they establish the rules and define geometry. 
Further, that the 2D poche drawings made the boundary 
conditions I was exploring apparent in a more 
conventional sense. 
An existing house project, then under construction, 
was remodel in a similar fashion to explore another 
phenomenon in the work, the ceiling-scape. In 
generating this model I consciously created “space” 
as a separate element in the model – one bound by 
a range of materials that were not rendered in the 
model but simply used to create the boundaries of 
space. This object then had the capacity to be 
3D printed. What had started as a 2D exercise in 
the Great Hall diagrams developed into a three- 
dimensional one for this house. It was revealing to 
note as I went to create poche diagrams to match 
those of the Great Hall that some of the line-work 
and poche diagrams already existed in the original 
design files. Only then did I recall using them to 
explain to the client about strategies of material 
and detail of joinery elements, bathrooms etc. I am 
not sure if the actual concept made sense to the 
clients, but it helped me to build the narrative for 
the project that was eventually built. 
P. 177
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Post (Venice Biennale)
Perch House
Whethering Station
Progressing 
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Marsden Park 
Amenities 
Marsden Park, NSW-AU, 2013.
The identity of Fitzgerald Oval amenities building 
is derived through the merging of two fabricated 
conditions. Firstly, “The Shroud”; a 40m long 
structure that is part shading device, part arbour, 
part weatherproof enclosure. “The Shroud” itself is 
an inanimate object made from materials associated 
with suburban sporting infrastructure; the steel pipe 
structure and chain link fencing of tennis courts, 
cricket nets and baseball dugouts. It wraps two simple 
buildings housing a café, changing facilities for 
sporting teams, equipment storage and washrooms. 
This folded form has parallels with Collins and 
Turner’s Waterloo Youth Centre, itself taking 
clues from Cedric Price, Frank Newby and Antony 
Armstrong-Jones’ 1964 design for the Snowdon 
Aviary at London Zoo. Folding and triangulation are 
evident in the wrapping and concealing devices of the 
UTS Great Hall (2011) and Barangaroo Restaurant 
(2013). Again, akin to the Waterloo project the second 
layer here is organic, living matter – plants. The term 
fabrications for both layers is conscious insofar as 
both the metal structure and plant material are the 
result of human intervention, cultivated with specific 
intent for both affect and effect. 
Where UTS and Barangaroo are patterned chined-like 
planes that imply a continuous surface with defined 
edges, the edges of the planting that envelopes “The 
Shroud” are fuzzy, at times clinging to the mesh 
planes while in other instances sending shoots in 
apparently random directions in search of light and 
air. This fuzziness is more akin to the concept for 
the watery surface of the proposed Prime Minister’s 
Lodge (2013). Despite the intended fuzziness of the 
final form, concept design drawings reveal clear and 
controlled, possibly even contrived, planes – the 
mesh form and plants are portrayed without depth or 
detail. Only in the photo-shopped perspective is the 
dimensionality of the planting represented.
 
This project is the most structurally revealing of AO’s 
oeuvre, a tactic that is more to do with the creation 
of a narrative for the project rather than an explicit 
commitment to honest expression. Structure here, 
or more accurately its type and detail, is as equally 
ornamental as it is functional. Planting is deployed 
with a similar strategy functional in that provides 
shade, ornamental in that it becomes the identifying 
feature of the park. Further, the proposal is less 
“monolithic” in its conception both in terms of formal 
and spatial arrangements.
 
OVER
Fig. AOV3.01 -  Axonometric 
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Fig. AOV3.02 -  Park View 
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Fig.AOV3.03 -  Site plan (NTS) 
 
Fig.AOV3.04 -  Floor plan (NTS) 
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Post
Venice, 2016(Proposal)
Venice Architecture Biennale “Post” was an invited 
competition entry to curate the first exhibition to be 
held in the new Australian Pavilion in the Giardini in 
Venice.  The curatorial concept was to be a celebration 
of Australia’s participation at, and through, sites of 
cultural exchange across the globe. 
The exhibition design proposes the use of photographs 
taken by architects, clients, builders, construction 
workers and users sourced through social media 
aggregated in a unifying immersive installation that is 
itself architectural. The undulating ceiling-scape aims 
to contrast and complement the orthogonal volume of 
the pavilion’s interior, yet on closer inspection derives 
from its grid. The ceiling geometry is generated by 
“lofting” squares and rectangles to circles, a simple 
tactic to generate rich spatial results. The installation 
creates a fluid space for circulation leaving the walls 
free thus revealing Denton Corker Marshall (architects 
for the new pavilion)’s powerful singular vision.
This proposal has clear links to the spatial and 
sectional proposition of the UTS Great Hall, again 
working with thin membranes to create spatial affect. 
However, the articulation of the surface itself is 
vastly different. At UTS smooth and shiny, for Venice 
textured and animated through the additional layer of 
the photographs. What is most revealing is the manner 
in which space is conceived and presented through 
both - as the thin membrane of the surface model 
and the poched nature of the sectional and spatial 
proposition.
 
the undulating ceilingscape 
contrasts the orthogonal pavilion’
de Manincor, O’Grady and Baranovic 
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Fig.AOV3.05 -  Australia on display to the world
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Fig. AOV3.06 -  Plans and sections (NTS) Fig. AOV3.07 -  Kit of parts
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Fig. AOV3.08 -  Ceiling undulations Fig. AOV3.09 - Selfie with stars
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Axonometric
The Perch House sits high on a hill in an affluent 
northern suburb of Brisbane with panoramic views of 
the City to the south and east. A house on an adjacent 
site is listed as a significant item on the State’s Heritage 
Register, as such the town planning codes require any 
new building on the subject site to take on vernacular 
material detail and form in order to complement its 
neighbour.
This house evolved firstly through establishing a 
massing diagram that took on a pyramid roof form 
reminiscent of local typologies. A slice is carved in the 
middle of the deep plan linking the sun-soaked garden 
to the north to the existing swimming pool to the south 
via a glazed breezeway. Each wing of the bifurcated 
plan takes on a different character within the perimeter 
of the pyramidal form above. 
To the west, four bedrooms are contained in a rectilinear 
form bound on three sides by red brick walls which 
reference the adjoining heritage property. The eastern 
wing cranks in plan to optimise the apertures to the 
north toward the garden and to the south capturing 
sweeping views of the city skyline.
A wall of squint bricks laid in a flemish bond-like 
pattern screens the eastern wing from late afternoon 
sun.
From the street the taught red brick skin and silhouette of 
the terracotta shingle roof conceals a series of dynamic 
space beyond. The ceiling of the central breezeway 
which is nestled deep in the plan, folds to meet north 
facing skylights which allow winter sun into the space 
whilst excluding it from the equinox onward through 
summer. The skylights are operable, facilitating a 
stack effect in the hot humid environment. The chined 
skylights are an evolution of ideas from AO’s work 
with DRAW at the Balcony Room adjacent to the UTS 
Great Hall and the folded plasterboard planes of the 
Balmain House 02.
Perch House
Brisbane QLD - 2017
OVER
Fig. AOV3.10 - Interior revelations
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Fig. AOV3.11 - Site Plan (1:500) Fig. AOV3.12 - Plan (1:200)
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Fig. AOV3.12 - Sectional poche studies (NTS) Fig. AOV3.13 - Plan poche studies (NTS)
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Fig. AOV3.14 - View from pool Fig. AOV3.15 - deep light penetration through
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Whethering
Station
St. Lucia, QLD - AU2017 ~
This small pavilion builds upon the conceptual 
framework behind a number of AO projects with 
DRAW. It attempts to make thick space from a thin 
surface.
The project aimed to test the possibility of working 
with experimental adjustable formwork for double-
curving composite materials developed with UQ’s 
Composites Group. The ”Pixel Table” is inspired by 
the flexibility of a child’s nail toy where each “pixel” 
is located by varying the height of its support via a 
robotic arm. The undulating pixels create the basis of 
formwork that support the bio-composite during the 
vacuum-forming process. Each unique panel nests 
into the adjacent piece and fixed with epoxy resin 
forming rigid shell.
The term Whethering is not an error, another aim of 
the structure is to test the “wheathering” of new bio-
composite materials developed at The University of 
Queensland (UQ)’s Centre for Advanced Materials 
Processing and Manufacturing … pun to see if 
“whether or not” it worked.
Fig. AOV3.16 - Concept image
The formal “idea” draws on recent work at the UQ 
School of Architecture designed by m3architecture. 
m3’s project makes reference to a mural in the building 
by Pancho Guedes which tells a story of chance 
meetings, shared ideas and joy” (m3architecture 
2016). The plan form morphs Guedes’s faces into 
two seats and the arched structure implies their wild 
70’s hair. The undulating hair also acts to stiffen and 
buttress the structure in a similar manner to Eladio 
Dieste’s Church at Atlantida in Uruguay (1952).
Although technically complex, the concept draws 
on the idea that surface, regardless of its dimension 
is critical to the conception and consumption of built 
form. In the design surface was represented as both 
line and a digital mesh of zero thickness. The ambition 
to obliterate “the mute workings of the section and 
explores the possibility of simply building the surface 
implied by a six millimetre ‘thin’ line.” (de Manincor 
2017).
This project forms the basis of an article published in the peer-reviewed special issue of Interstices- Journal of Architecture and Related Arts on 
“Surface and Pattern” edited by Susan Hedges, Ross Jenner, Tina Engels-Schwarzpau. 
In the introduction editors write that this research “plays out the implications of the undefinable thinness of digital lines to rework the notion that 
drawn lines connote a surface indicative of a volume coming into being. (de) Manincor unpacks a suggestive reading by Andrew Benjamin (2006) of 
Gottfried Semper’s thinking on the wall as a paradigmatic element—both harbouring and concealing depth—in order to articulate a pavilion of acute 
thinness, both conceptually and technically: a pavilion whose materiality is nought but surface.”
The article is an abridged version of research underway as part of this PhD at the time and is credited as such. A of the article as published is 
included as an appendix.
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TOP: Fig. AOV3.17 - Mural by Pancho Guedes (1977)
BOTTOM: Fig. AOV3.18- Formal evolution
TOP: Fig. AOV3.19 - Panel Assembly
BOTTOM: Fig. AOV3.20 - Bio-composite prototype
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The “Hinterland House” is the second house project to 
be undertaken since the beginning of this research 
endeavour. It illustrates a further shift in my 
work since re-establishing AO post- DRAW and in 
particular through this research endeavour. Whilst 
there are some similarities to earlier projects, the 
latest iteration of the project is more reductive 
in material, form and detail than projects I led 
independently at DRAW and/or worked on in close 
collaboration with Adam Russell. This reductive 
approach is a result of economic constraints and 
design technique which is itself an interpretation 
of parallel research in philosophy in relation to 
surface. The parallel research process has clarified 
a way of considering surface (thus form and space) 
outside established conventions of materiality, 
ornament or structure – a recurring theme of this 
endeavour . I have found that foregrounding design 
with this in is particularly liberating; it has 
allowed me to think of said conventions in a new 
light.
This new light does not set flame to them but 
acknowledges they simply form part of a larger ever-
evolving narrative in a story where the plot is 
established through the formal and spatial tactics of 
surface operations and enriched by contextual detail 
of making to allow the characters in the spaces 
between to write their own endings. The following 
observations on the design of the house (thus far) 
provides the context for the plot and the evolution 
of its development. In practice this offers a way of 
thinking that need not fear formality nor be subsumed 
by it. The possibilities for design in thinking 
of drawing and modelling the boundary of space 
rather than the limit of material is an inversion 
of convectional modes of thinking about design and 
making.
PRACTICING RESEARCH
.P. 209P. 208
Fig D4.01 -  The Research Accommodation
The “Hinterland House” provides a case study for a 
number of the ideas about surface space relationships 
espoused in the preceding chapters. It is a holiday 
house for myself, my life-partner Sandra Kaji-
O’Grady and, Dr Kelly Greenop and Professor Jonathon 
Roberts. In thirty years of practice I’ve never 
had a client group comprising a robotics engineer 
and three architects (yes three!) – a daunting 
prospect! We decided I would ‘lead’ the design and 
council / consultant liaison given I was the only 
“registered/practicing” architect on the team and it 
was understood the project may contribute as a case 
study for this PhD. Notwithstanding, Sandra has been 
a key collaborator and our co-owners have had input 
into the design of the various options that will be 
examined in the following Volume. Collaboration is 
complex and challenging at the best of times; when 
coupled as a live project within a PhD by Practice 
in a discipline well known to others on the team, 
these challenges become far more complicated. My 
collaborators have had input to the brief, siting, 
planning, materials etc. However, the research 
question/s that bring these things together and into 
the PhD itself have been undertaken independently 
- the result of the reflection on and evolution of 
my work with Adam Russell, including subsequent 
investigations on Semper, Stroll, Tehrani et al. 
PLAYING WITH OTHERS
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Sandra sketching
Happy family Team meeting - options ... 
Jonathan, Kelly and Sandra on Auction 
Day ...
...I was Xavier’s soccer Grand Final
Fig D4.02 - People and processes Fig D4.03 - creatures and creek design pondering
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At the onset of the project I asked myself - how 
can I (should I) use what I am discovering about 
my processes and predilections from this PhD 
in the design of this modest house? What tacit 
knowledge (van Schaik 2011 p. 35), tactically and 
philosophically, has been made evident from the 
research thus far, how is it applicable here? For 
example; what would it mean to wrap a house in “Vague 
Veil” – why would I even do so? Similarly, what did 
“Thin Skins” or “Thick Spaces” have to do with a 
multi-family house in remnant rainforest? Also, how 
might I see this work through some of the theoretical 
frameworks that I had found both fascinating and 
conceptually liberating? What is interesting is that 
the discoveries I am making about surface as both a 
reflective and generative tool do not supplant other 
factors that play into the decision making process 
for design. As noted earlier the complex machinations 
of town planning regulations, geotechnical 
conditions, multiple client predilections can never 
be neatly wrapped into a singular approach to answer 
“why” in our discipline. 
Hence, the project itself is as much an experiment 
in how one consciously brings a repertoire of formal 
and spatial tactics to a project and if / how 
these can be deployed with responsibility (legal/
economic) and sensitivity (site/experience/taste) as 
it is a case study on interrogating the application 
of the parallel research in theory and philosophy 
that I have explored. In terms of the question of 
repertoire, of style, Sandra (Kaji-O’Grady) talks 
about this idea in the work of John Wardle in a 
review of the Jane Foss-Russell building at the 
University of Sydney “Like Aalto, JWA have developed 
a rich repertoire of forms that symbolically and 
practically serve social life across all types of 
building ... These include: frayed ends; fanned 
space; oblique and tangential lines (etc etc)” 
(Kaji-O’Grady 2009). The work of Wardle’s office has 
influenced my work and indeed the final iteration has 
one Wardle-esque “frayed end”, the point here is that 
I’d argue that style and substance are not at all 
mutually exclusive. 
Reflections on some conversations ... 
One of many ... with Sandra.
A holiday house is an indulgence! Any challenges 
associated with designing one are, as they say, 
‘first-world problems’. One challenge was of course 
budget! The first conversation I recall with Sandra 
was one about innovative rudimentary structures – the 
work of French practice Lacaton and Vassal quickly 
sprang to mind. We discussed sheds from the outset 
... might we just buy one off-the-shelf from “The 
Shed Company”. 
One of many ... with Kelly.
 I recall a separate conversation with Kelly Greenop 
in the days immediately following the purchase of the 
property. She had lived in the region as a child and 
understood the weather and weathering. We discussed 
low maintenance / mould resistant materials, simple 
roof forms minimising valleys that tend to collect 
leaf litter, eaves and deck detail with minimal 
spaces for vermin (snakes, spiders etc.) to hide 
and nest, hinting at concealing structure. I noted 
that we may be in a high-risk fire zone so close to 
the forest – which also suggested concealing via fire 
shutters. 
My intuitive response to these two conversations 
suggested that design tactics already in my 
repertoire as observed through this PhD seemed 
entirely appropriate to the task at hand, the 
question would be in their deployment. Ideas of 
“surface operations” were not as immediate. Early, 
crude sketch diagrams developed around that time, 
before even investigating town planning regulations 
or obtaining a site survey, show an idea of wrapping 
and nested volumes - testing these in a way that 
might respond to climate (ventilation/shade), vermin, 
fire and limited budget. These line drawings implied 
surface configurations and volumes yet to evolve. 
Another set of similarly crude, early sketches 
developed en-route to a PhD review in mid-2017 bear 
similarities to the concept model developed for the 
Australian Exhibition at the 2008 Venice Architecture 
Biennale. The idea was to develop an undulating metal 
screen wrapped around a simple economic box, yet 
there was no underlying logic to the outer geometry. 
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Fig D4.05 - pre-design pondering
A second set of sketches from that plane trip shows 
a series of rational boxes nested under a singular 
roof, drawing on ideas explored in early incarnations 
of the SES project and again in the 2016 Perch House. 
The following case study of three evolutions of the 
house and a small outbuilding examine the evolution 
of three distinct approaches to configuration and 
figure over an eighteen-month period. Each of the 
options will be presented in a similar manner to the 
examples in Volume 01 of the AO Files, then examined 
in light of the ideas from various chapters in Volume 
02; from the “urges” identified in “Aggregating 
Associations” through various references to practice 
and philosophy, to investigating the “Agency of 
Poche” as design tool. The case study will identify 
where these urges continue, where they terminate and 
where the project triggers new directions. 
At the time of finalising this document construction 
of Hinterland House 03 is underway. It is essential 
to understand that this case study does not ask the 
reader to confer their approval on the design itself, 
nor of the author’s approach to architecture more 
broadly, but rather, as I’ve asked myself, do the 
research questions make a contribution to the body of 
knowledge explored in creative practice research. I 
will address my own findings on this question in the 
conclusion
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Fig D4.06 - pre-design pondering
The Hinterland House is nestled in an isolated valley 
35km west of Byron Bay in an area once known as “The 
Big Scrub”. At one time it was part of the largest 
area of subtropical lowland rainforest in eastern 
Australia (Hoonan 2017). 
The 3,720 sq.m site sits approximately 100m above sea 
level. The area for the new dwelling is in a zone of 
cleared land where a former residence destroyed by 
fire once stood. The cleared space runs north-south 
along the contours which fall away to the east and 
the north becoming steeper towards the riparian zone. 
The landscape context is “manufactured” - it is not 
a pristine place; once an environment of “luxuriant 
and vigorous character” which could not be “surpassed 
in any tropical region” (Hodgkinson circa 1830’s). 
The area was extensively logged from the late 
1800’s. 99 per cent of the estimated 75,000 hectares 
of rainforest had been cleared by 1900; logging 
continued in the area until 1980’s. 
Vegetation on the site is a combination of remnant 
endemic rainforest trees including red, white and 
pencil cedars, figs, quandong, a number of introduced 
eucalyptus, a small orchard of exotic fruit trees 
and a significant number of introduced weeds such as 
camphor laurel, deadly nightshade, privet, madeira 
vine and lantana. Evidence of former occupation of 
the site is scattered throughout the riparian zone; 
an engine block from the 1940’s, beer bottles date 
stamped from the 1960’s, barbed wire, plumbing pipe 
and other debris. 
Summers are hot, temperatures range between 18’ C 
and 40’ C with average humidity hovering around 70%. 
Winters are characterized by clear sunny days and 
cool evenings dipping into single figures overnight 
for two-three months a year.
The Big Scrub
.P. 219P. 218
Fig 4.6 - Strangler Fig / Fire Wheel 
The region has the highest annual rainfall in New 
South Wales – on average in excess of 2,300 mm. 
At times the site is extremely damp, historically 
rainforests seldom experience major fire events. 
Perhaps predicting the impact of climate change on 
the region the local government has zoned the land as 
being “Bushfire Prone”, indeed in 2019 one of the many 
bush fires that ravaged New South Wales came within 
2km of the construction site. 
Fauna is abundant and includes wallabies, spotted 
quoll, koala, pythons, lace monitors with occasional 
sightings of platypus in the river that arcs for 360 
metres along the northern and western boundaries. 
LOOKING FOR LANGUAGE
In the same vein as the resistance to doing a 
“Murcutt” or a “Troppo” outlined earlier I wanted 
a touch-stone for aesthetics, a language to animate 
surface in a meaningful yet abstract manner. The shed 
of course comes to mind in the rural landscape, its 
apparent simplicity and economy is alluring but quite 
simply done to death, what else might be a reference, 
what might we use as an alibi for potentially 
arbitrary decisions – did we need one? Further, the 
exploration of narrative harks back to my interest 
in the wrap of the cloak, a device that shifts the 
reading of the object from the obvious to something 
else ... possibly, to quote Michael Lavery’s PhD 
(2018); “an engaging object”. 
It was my collaborator Sandra who came up with the 
idea of the caravan. In the back roads of the Byron 
Hinterland there are thousands of vans in various 
states of disrepair standing alone in paddocks, 
nestled under fly roofs or hiding in sheds. From 
there, surface planes began to evolve into functional 
ornaments, stripes developed into ideas for awnings 
etc
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Fig 4.11 - conceiving carvan-esque constructs
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Hinterland House
1.0
The plan of this proposal reads as a series of pavilions 
connected by walkways. Formally, these pavilions 
sit “within” a singular roof form which draws its 
character from rural- agricultural   buildings. The 
structure reads more as shed than house.
A courtyard is ‘cut’ into the plan on the east to create 
visual and acoustic separation between bedroom 
‘pods’ and the shared living space. Similarly, the living 
dining spaces are set back from the eaves line, carved 
from the primary form to protect them from sun and 
driving rain. This pavilion is spatially complex, with 
the living area dropping to meet the ground, creating 
a small mezzanine above. Each bedroom has a unique 
volume created by suspended plywood ceilings which 
fold toward windows and/or skylights. Strategically, 
these internal volumes are not evident from the 
exterior in an effort to create an element of surprise 
and individuality for the occupant – like their own 
free-standing cabin space.
The façade is typically clad in vertically profiled metal 
sheeting as it follows the perimeter of the outer roof 
line. The cladding is perforated in areas to provide fire 
protection, ventilation, shade and prevent the ingress 
of vermin (snakes, mice and the like). East-facing 
bedrooms have operable shutters of the perforated 
metal and bathrooms are enclosed by the same fabric. 
On first appearance from a distance the building reads 
singular and mute. On approach it changes character 
to be a highly permeable mass as the perforations 
become apparent. The character of each interior space 
is unique in its surface configuration and connection 
to the forest beyond.
Circulation between bedroom pods, bathrooms and 
living spaces occurs via a covered deck; this interstitial 
space has an ambiguous quality, is physically secure, 
dry, shaded yet connected to the movement of air and 
light beyond.
Fig. AOV4.03 -  Volume studiesFig. AOV4.02 - Volume studies
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The material for the exhibition provides modest yet 
succinct illustration of some of the key aspects of 
AO’s work with DRAW in this new project not only 
in HH01, but also in the propositions for HH02 and 
03 as illustrated in the following chapters.
The exhibit included a series of 3D printed models 
were created:
“Envelope” -
a three dimensional massing diagram, physically 
communicating the apparent simplicity of the form.
 “Edge”- 
defines the conditions of the mass that read as 
perimeter wall,
 “Between” –
 identifies spaces under the unifying roof that not 
sealed to the weather
 “Interior” - 
a negative model of interior space carved from the 
enveloping whole,
 “Volumes” - 
a variation of the concept of  the “interior made solid” 
(see AO Files 2.0 The Agency of Poche) 
Practice in Box
Abedian School of Architecture,Bond University, QLD- AU,2017.
Models such as these can (typically) only be printed 
as solids - enclosed volumes. To define such volumes 
is to precisely define each surface, in the case of a 
sphere a single surface, a cube six planes etc. For 
this house each plane is manually modelled (there’s 
no algorithmic logic in this project); each tuned for 
economy, effect and affect. Economy is fairly self-
explanatory, surfaces are generally planar and their 
configuration assumes simple construction methods. 
Effect, refers to climatic performance of the interior; 
volumes are shaped to assist with cross ventilation 
from low south-east facing openings, through stack 
effect to high-level openings. Affect alludes to 
ephemeral qualities ... bounced light and the curious 
nature of “folded” planes and the external yet secure 
circulation spaces.  
A drawing of each plane from the model was also 
created as a template for laser-cutting a larger 
scale model. When laid flat the planes of the three 
dimensional representation take on a new character, 
an abstract yet revealing connection to the flat planes 
of construction materials under consideration at the 
time (plywood, plasterboard, profiled sheet metal).
In both instances the digital model’s “thin” surface 
again provides a non-representational medium to 
explore volume and mass.
TOP  Fig. AOV4.05  printed volumes 
BOTTOM Fig. AOV4.06 cut planes
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Hinterland House
2.0
This proposal is expressive in configuration, figure 
and façade. 
The plan comprises three wings that pivot around a 
central covered deck. “Primary” bedrooms are located 
on the end of two wings in a gesture of physical 
privacy, each with a focused view in one particular 
direction and filtered views in others, creating a 
unique character from the interior. A shared office 
space / bunkroom opens directly onto the central deck 
from one wing and the living space caps another. The 
third wing contains kitchen and dining rooms for 
collective gatherings.
The interior adopts a similar spatial tactic to the 
preceding option whereby suspended ceilings fold 
toward façade apertures with each plane configured to 
reflect light in a particular manner.
In this region the caravan, bus, tepee, yurt and “Buky 
dome” are almost as common a form in the landscape 
as the shed or “deep-verandaed” house. The highly 
graphic façade references the stripes found on 
caravans which are often used as semi-permanent 
houses in the region thus the proposal is indeed a 
contextual response – albeit an ironic one. These 
motifs are incorporated as both simple 2D graphics 
and functional ornaments where stripes develop into 
awnings sheltering entries and canopies over windows 
etc.   
The complex plan arrangement sits under a relatively 
simple roof. Internally this option continues the idea 
of complex ceiling-scape – one which is not readily 
legible from the exterior. Again the planes of the 
various chines fold to bounce light into the interior. 
Fig. AOV4.04 - Plan (1:400)
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Studio / Cubby
decorated shed
Located north of the primary dwelling on the 
“Hinterland” site this modest ancillary structure 
illustrates how existing tendencies in AO’s oeuvre are 
incorporated into a realised work designed and built 
in collaboration with the clients. The 25sq.m structure 
is defined as “cubby house” under the Exempt 
Development provisions of the NSW Environmental 
Planning and Assessment Act (EP&A Act 1979)- 
hence it did not require approval. 
Key factors that shaped pragmatic design decisions 
include; the specifics of the planning controls (i.e. < 
50sq.m, < three metres tall – hence the low flat roof), 
economy (the project includes pre-fabricated wall and 
roof systems) and simplicity (the clients and architects 
would build the structure). The facts establish a “dumb 
box” form. 
The box is elaborated in a number of ways. To the north, 
a small deck “carved” from the simple economic mass 
in a manner akin to DRAW’s SES project (see Volume 
01). This small structure would be seen from the new 
dwelling; the Hinterland House itself. The building is 
wrapped in rusted and weathered corrugated sheeting 
found on site helping to camouflage it against the 
backdrop of the forest. 
The rusty box is hardly a sub-tropical archetype. 
To create appropriate cross – ventilation the rusty 
surface is “peeled open” to form two cantilevered bay 
window-like triangular housing glass louvres oriented 
away from the primary dwelling. The triangular 
motif of the “pop- outs” repeats in the its way stair 
geometry, outdoor cabinets and door handles. Where 
surfaces are cut or peeled from the rusted veil they 
reveal the fibre-cement weathering skin which is 
pained bright orange referencing both fungus found 
locally and nearby telecommunications infrastructure 
(Telstra Orange). 
Approaching from the road or the future house site 
from the south the building is mute and gives little 
away as to the surprise of its “other side”; moving 
closer a splash of orange is revealed before finally 
the north elevation reveals itself. The deck reads as if 
carved from its rusty host. The “pop-outs” and other 
operable façade elements are barely distinguishable 
from certain views. Internally,  walls, floors and 
ceilings are lined with Hoop Pine plywood creating 
a unified singular space; a plywood monolith. The 
ply is selected for its robust qualities and ease of 
installation. The linings fold to meet the louvred 
“pop-outs” framing views of specific trees beyond.
This project demonstrates a working method which 
relies on specific surface operations. Firstly, the 
additive and subtractive “boolean operations” as 
discussed in Volume 02 where (for example) the 
boundary of the deck space is subtracted from the mass 
of the rust box and the “pop-outs” are added to the 
mass using similar techniques space. This relatively 
simple process illustrates the unique yet complex 
reciprical relationship between surface and space – 
and presents a new way of examining existing, and 
exploring new design propositions.  
Fig. AOV4.05 - Boolean Diagrams
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TOP Fig. AOV4.06 - distant view
MID Fig. AOV4.07 - folded facade
BOTTOM Fig. AOV4.08 - cut deck
Fig. AOV4.06 - folded facade
Fig. AOV4.07 - colour reveal
Fig. AOV4.08 - thick window space
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Hinterland House
3.0
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This option has an almost hyper-rational configuration, 
determined by politics (rules) and economics (budget) 
– concepts that are theoretically understood in relation 
to Zaera-Polo’s “The Politics of the Envelope”, a 
notion that will be expanding on in the following 
chapter “Positioning the House”. 
Similar to the initial concept the plan shown in 
HH01’s proposal appears as a series of linked pavilion 
structures. However, the formal strategy again takes 
on a singular identity returning again to a quazi-
agricultural form.
 
This strategy of singularity consciously challenges the 
typical design approach for buildings in a region that 
borders between a sub-tropical and warm- temperate 
climate. In such a climate, cross-ventilation and 
shelter from the elements is essential, often resulting 
in a formal aesthetic of floating roofs and “feathered” 
edges. Here ventilation is catered for by the narrow 
plan which typically has openings on a minimum 
of three sides of each room at high and low levels, 
these openings are nestled within what appears as a 
monolithic volume, which is in fact perforate. This 
walkway space links the three primary “enclosures” 
and is an ambiguous interstitial zone. Large doors in 
its western façade open to change the nature of the 
singular metallic object, shifting it from (apparently) 
solid to become porous, creating views and circulation 
from west to east, at the same time dramatically 
altering its character. 
In plan, the building cranks to follow the contours as 
they twist to the north where the form widens to create 
a large aperture to capture light and sun, moderated 
by a thick, deep roof plane. The cross section of 
this communal space rises to accommodate a small 
mezzanine which extends beyond the facade to create 
a small balcony – the one small moment where the 
interior clearly reveals itself on the exterior yet 
remains within the primary line of enclosure 
The material palette is mute. Profiled ‘zincalume’ 
metal cladding wraps the perimeter established by the 
gutter and ridge lines of the skillion roof. Surfaces 
Fig. AOV4.09 - Plan ~ Ground (1:200)
of the same material within the “slices” cut from the 
skillion take on different textures revealing subtle 
hints as to the relationship of their part to the whole; 
and reinforce the outer boundary of the enclosure. 
Late in the design process, indeed during construction, 
explorations began as to how to decorate this shed 
to ensure that the design intent was not one directly 
evolved from the romance of the rural vernacular. In 
this process it is clear that surface conceptually takes 
on numerous roles. The “Boolean operations” used 
to slice the court yard spaces from the primary outer 
form, notionally revealing a different surface texture 
to the outer form itself. 
Internally the material palette is also reductive; 
plywood lines all surfaces of bedrooms and the living 
pavilion. The unifying material which conceals the 
primary structure creates an atmosphere of occupying 
a singular form – volume and surface take precedence 
of structural expression. This is illustrated through 
the design evolution of the bedroom spaces where 
a “ruled surface” separates the sleeping loft from a 
lower sitting/office space. Here the lower space is 
conceived as singular volume made “solid” in the 
design studies. 
The bathrooms take on a more more playful approach, 
flank walls and ceiling are finished in uniform 
triangulated tiles in 1950’s-like pale pink and blue, 
with full height clear glass doors to the east toward 
the forest, and white translucent glazing to the west 
(shaded by the perforated screen beyond).
What we learn in the examining this house is that 
the manner in which spaces are conceived relies on 
surface not as a specific material, finish or pattern 
but as a membrane that shapes space. In this manner 
we open up new ways of understanding formal and 
spatial relationships which can be explored both 
simultaneously and separately from questions of 
materiality, meaning and making. 
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Fig. AOV4.11 - SectionFig. AOV4.10 - Section
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Fig. AOV4.14 - view from south west
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TOP Fig. AOV4.15- Hello House, OOF Architects.
MID Fig. AOV4.16 - UTS Hoardings - anamorphic text facade
BOTTOM Fig. AOV4.17 - chevron road sign
Fig. AOV4.18 - street number supergraphic
Fig. AOV4.19 - anamorphic number
Fig. AOV4.20 - chevron concept
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Positioning the House
The following text examines the evolution of AO’s 
ideas and methods through the design of the Hinterland 
House. It explores both the relationship to work 
undertaken as DRAW since the re- establishment of 
AO as an independent practice in late 2013 and over 
the course of the author’s PhD by Practice at RMIT 
University since late November 2015. 
Particular emphasis is placed investigations and themes 
explored in Volume 02 which include; “Aggregating 
Associations” – that is specific methodologies and 
recurring themes; “Affiliated Actors” – outlining 
architects in practice whose work has directly or 
indirectly influenced the project; “Articulating 
Alignments” – where this work and the process of its 
creation draws on theory and philosophy as it relates 
to the discipline. “The Agency of Poche” as a tool in 
the design process will also be discussed. 
Three primary design strategies are be examined; 
HH01, HH02 and HH03. Each is examined in the 
context of the above themes in order 
Fig  AOV4.21 - HH03 massing in point cloud model
 
Fig  AOV4.23  - caravan facade studies
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Aggregating Associations. 
This section organises the projects in three primary 
themes Thin Surface, Thick Space and Vague Veils. 
These themes often overlap and interact with one 
another, for example a veil may be made of a Thin 
Surface and establish the edge of a thick space. 
Thin Surface 
As noted in chapter two a number of the projects 
completed with DRAW relied on thin materials and 
appliques of colour and pattern to convey architectural 
intent, often for affect and effect. 
In some instances, the use of such materials are a 
direct response to budget constraints, in others simply 
a mode of representation. In the Hinterland House 
both conditions apply. 
In HH01, indeed in each of the design concepts for this 
project, the materials that define the external volume 
are typically prefinished proprietary metal cladding 
with a base metal thickness (BMT) of 0.48mm. Like 
DRAW’s SES project the form is conceived as a 
singular “shed” cut in places to create visual privacy 
and acoustic separation from the shared living space. 
The outline of the implied volume as read through the 
roof plan establishes a boundary condition contained 
by ubiquitous metal cladding (“Custom Orb - 
Zincalume”). Options for linings to soffits and walls 
within this boundary condition included flat sheets of 
the same base metal either with the same finish or pre-
painted. 
HH02 takes a dramatic departure taking on a far more 
graphic approach. These graphics are conceptually 
derived from the stripes found on caravans used as 
temporary homes across the region and are again 
composed of profiled metal sheeting. In this instance 
they are prefinished
with a 0.05mm topcoat of exterior grade lead-free 
paint. This surface operation is an evolution of the 
approach to surface seen in the cladding of the SES 
project – here more playful and expressive. 
HH03 returns to the more neutral palette of raw 
zincalume with apparent minimal articulation. Early 
detailing studies show how the thin metal cladding is 
 
Fig  AOV4.22 - samples 
During construction options for a textural artwork 
have been explored . This highlights an earlier 
discussion whereby surface is used tool to develop 
primary or “first order” formal strategies, with notions 
of meaning and symbolism are overlaid in a “second” 
perhaps “third” order.
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TOP Fig. AOV4.24- Hello House, OOF Architects.
BOTTOM Fig. AOV4.25 - Reflector sign by Carey Lyon
Fig. AOV4.26 - street number supergraphic
Fig. AOV4.27 - reflector mock-up
 
Fig. AOV4.28 - Poche progressions HH02
 
Fig. AOV4.29 - Poche progressions HH02
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Thick Space 
The figure of HH01 is derived from a singular line 
inscribed by eaves and fascia. In plan the line sets 
out an irregular quadrilateral and predicts the primary 
walls surfaces of the mass from which the project 
evolves in detail. This notional object is hollowed 
out as slices, recesses and nested volumes within 
the whole. Externally this reads as deep singular 
form, internally each room and interstitial space has 
its own unique character each with varying levels of 
“thickness” depending on its location in relation to 
the perimeter and the surface qualities that define its 
volume. 
HH02 continues the theme of the thickened envelope 
particularly though the diversity of the complexity 
of the ceiling planes. 9.0mm plywood sheets fold 
and twist to create deeply recessed apertures in the 
ceiling which bounce light into the interior, these 
planes are configured such that summer sun does not 
fall onto walls or floors. These ceiling forms appear 
to be a direct evolution of the UTS Great Hall (2010), 
Balmain 02 (2013) with DRAW and the Perch House 
(AO-2017). 
HH03 is an evolution of HH01. The perimeter is again 
conceived as a single form to imply a thick extruded 
section which is cut, cranked and splayed. Changes 
in material finish and detail accentuate the contained 
interstitial spaces from the line of the container and 
deeper within, all surfaces of the interiors are lined in 
Hoop Pine faced plywood. The ply linings in bedrooms 
and living areas suppress structural expression to 
emphasise volume. Unlike the proposal for the Perch 
House where the ceiling planes delaminate from the 
primary roof structure, here linings rationally hug the 
principal frame for economic reasons, the only non-
rational expression is in the balustrades to the sleeping 
lofts and mezzanine study.
 
Fig. AOV4.30 - material studies for veiled landscapes
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Vague Veils 
A preliminary concept diagram for the house shows 
a creased mesh façade wrapping a hyper-rational 
internal plan akin to DRAW’s conceptual model for 
the Venice Biennale; an idea developed further in the 
Yagoona Housing and Barangaroo restaurant. In each 
of the concept designs any “veiling” is enmeshed in 
the plane of the façade. So whilst not wrapping some 
“other” form, in each case the perforated screens play 
a similar role to the early work insofar as they create 
boundaries to spaces that are slightly ambiguous; 
spaces that are “inside” the primary form yet they are 
exposed to the “outside” elements – air movement, 
temperature and smell. In HH01, 03 these spaces 
are not made apparent on the façade (particularly 
the west) – formally from this more public view the 
building is the antithesis of the vernacular house. 
The dappled light and ventilation facilitated by the 
timber battens so often seen in the houses of the sub-
tropics is created through the more ubiquitous surfaces 
of “off-the-shelf” perforated profiled metal sheeting. 
The character of the veiled corridors in HH01 and 
HH03 change via large doors. In cooler months when 
there is less vermin these remain open by day and 
night when the house is occupied. In summer these 
can be propped open at various angles to provide 
shade to upper level glazing by day, by night the lower 
portions are closed to provide passage between living, 
sleeping and bathroom areas free of snakes, mice 
etc. When the house is vacant for long periods (this 
is a holiday house) the shutters are closed providing 
security yet allowing windows facing the passageway 
to remain open aiding in reducing mould in this 
damp environment. In this configuration the external 
surface has little variation in its texture creating the 
appearance of a singular form which does not seem to 
readily belong in this warm, moist climate. Only on 
closer inspection does the subtlety of the perforations 
in the surface reveal themselves and the design intent 
become apparent. The veil itself is made of thin 
materials yet implies a thick space beyond. 
There are some consistencies with earlier projects with 
DRAW, however this project initially revealed a slight 
shift in AO’s work – from the surface patterns of SES, 
to the textures of the Great Hall and Barangaroo; this 
project takes a more subtle approach to spatial and 
formal surface operations. Late in the design process 
the exploration of surface embellishment returns as a 
form or resistance to a minimalist aesthetic initially 
drive (in-part) by economics and pragmatics.
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Affiliated Actors 
No architectural project is conceived in a vacuum, 
each design gesture whether consciously drawing on 
contextual analysis, referencing historical precedent 
or predicting a construction methodology is, as 
Einstein suggests “the outcome of earlier intellectual 
experience.” This experience is indeed the sum of 
our interpretation of that which surrounds us which 
includes the influence of contemporary practitioners 
- peers. The earlier chapter “Affiliated Actors” drew 
connections between AO’s work with Vim Design 
as DRAW and international practices such as OMA, 
BIG, NADAAA, Farshid Mussavi, Alejandro Zaera-
Polo and Herzog & de Meuron and, from Australia - 
Lyons, JWA and Terroir. A number of these influences 
continue in the Hinterland House, some with specific 
reference to surface operations. 
There are obvious comparisons between the envelope 
of HH01 and John Wardle’s Shearers Quarters (2011) 
on his family property on Bruny Island, Tasmania. 
Similarities can be seen in the roof form and cladding, 
in the general geometry of the figure in plan and 
finally in the manner in which recesses are carved 
from a larger whole. DRAW’s SES project which 
pre-dates Bruny, takes a similar approach in the way 
it “cuts” spaces from the larger whole. The Boolean 
operations from SES and Australia House are also 
evident in HH01 in the way they create individual 
spaces within the Wardle- esque roof. In this option 
and HH02, 03 surface is deployed to imply a single 
“line of containment” within which (in HH01) “the 
sections reveal dynamic volumes” (Barraco and 
Wright 2017 p. 380). 
The flamboyant façade in HH02 has synergies with the 
early work of Lyons in the way that (mis) appropriates 
something from the everyday vernacular of the region 
– in this case stripes of the caravan (Allpress 2000 
p. 41). Late façade studies for HH03 also draw on 
ideas with Carey Lyon’s proposal for his own family 
house in Gariwerd, Victoria (Lyon, 2018 p. 189). 
The western face of HH03 is only ten metres from 
a bend on the only access road in the area. Simialr 
to Lyon’s concept , the proposal deploys white road 
reflectors nested in the profiles of the metal cladding 
to catch the headlights of passing cars at night. At 
the time of writing  ideas for the image the reflectors 
create, include anamorphic text (potentially spelling 
“HELLO” as in OOF Architecture’s “Hello House” 
in Melbourne (2014) ot simply the street number)  to 
super graphics of road navigation. 
In contrast the plan has more in common with 
the abstract geometries found in projects such as 
NADAAA’s Dortoir Familia (2012 ~), Wardle’s 
Kelly’s Cottage (2018) and Terroir’s Penguin Parade 
(2018 ~). The figurative arrangement is a response to 
the social structure of the project. The three-pronged 
pinwheel-like plan allows each of the two families 
who own the property to have their own dedicated 
sleeping zone with a shared central space and one 
other wing facilitating regular communal gatherings. 
The use of explanatory diagrams akin to those used by 
OMA et al seen in DRAW projects continues in this 
project, most evident in HH01 and 03. They make the 
key conceptual idea of encapsulated objects in HH01 
explicit, revealing the nature of the parts to the whole 
and the surfaces which define each. These diagrams 
establish the primary boundary representations of 
each surface as figure and configuration without 
materiality – they set out the “rules” of material limits 
and spatial boundaries. 
In a context dominated by trees, (note: the term 
landscape is avoided here, a landscape can be any 
condition be it urban, suburban or otherwise) it 
would seem odd not to embrace views thereof and 
optimize natural light and ventilation in the hot and 
humid conditions. However, little of the design intent 
reflects a “back-to-nature mentality” nor takes on a 
romantic position of “harmony and perfection” – 
terms used by Jacques Herzog in his 1994 interview 
with Alejandro Zaera-Polo. That said, all of the design 
propositions attempt to minimise the impact on the 
already altered and fragile environment; few trees are 
removed, there is minimal excavation - the building is 
as small as possible but as large as necessary. This is a 
rationalist proposition rather than a romantic one, that 
acknowledges humans cannot exist forever on a dying 
planet. Herzog goes on to discuss architecture as a 
social sculpture, a place for people (sic). Inevitably the 
designer (the architect) must assemble “surfaces and 
forms” which create “interior space(s)” to facilitate 
this social interaction. HH02 made the social diagram 
 
Fig, AOV4.31 - HH01  poched space
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Fig, AOV4.32 - thick shade mock ups HH03
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of the brief explicit in a sculptural plan, that is two 
families coming together to share a single property 
Most of the design strategies are simply common 
sense. For example, there was originally little 
figuration or patterning in the façade composition 
of the perforated elements within HH01 and 03. For 
HH03, the super-graphic came as a late addition to 
the initial scheme, perhaps setting it apart from “some 
of the more prosaic, and lesser known contemporary 
Japanese practitioners“ ( Pearce 2019). Like UTS 
and Barangaroo the selection of perforation types 
is generally based on pragmatic and economic 
decisions. Ventilation, a level of transparency and 
security are key ambitions for the project as a whole, 
but in particular in the quality of the interstitial 
space/s which link living areas to bedrooms in all 
three options is of particular interest. Achieving  this 
at minimal cost was a key project constraint. Bespoke 
figurative perforations were beyond the budget hence 
the surfaces comprise generic perforated sheets which 
are effective in realizing these ambitions. HH01 
and 03 represent the most conscious investigation 
of “affect”. As Moussavi notes, in the work of her 
practice FMA, affect can be delivered through surface 
operations of form, texture or finish. In this case it 
is created with the simplest of perforated materials 
and through the generation of form/space, complex or 
otherwise. Affect and meaning return to the project 
late in design through minimal abstract interventions 
on the façade.
 
Fig. AOV4.32 - preliminary line studies
 
Fig. AOV4.33 - preliminary line studies
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Articulating Alignments: 
Retracing the theoretical constructs that situated 
AO’s position through early projects with DRAW 
and established in Volume 02 through the lens of 
Hinterland House illustrates how both might also 
be situated historically and/ or theoretically and also 
serves to highlight the evolution of AO’s position 
between 2013 and 2019. 
We begin with Loos’ idea that “covering is the oldest 
architectural detail” and that “cladding is older even 
than structure” (1898 p. 67). Structure is supressed 
/ covered in each of the options  in this case study, 
this tactic is as much for aesthetic concerns as for 
the pragmatic issues of maintenance and building 
regulations related to bush fire. This strategy is a clear 
continuation of SES, Australia House and to a lesser 
extent UTS which covers the mass of the existing pre-
cast concrete. Were Semper’s “core-form” to exist 
in these ideas at all, it comes into being as a result 
of the surface, of the wrap-er not the wrap-ing and 
comes into existence as an investigation through 
Loos’ “second task”. Each option was assumed to be 
constructed using lightweight framing for economic 
reasons, yet each was conceived of as singular form 
concealing the frame itself. Even the exaggerated plan 
in HH02 contains balconies and such within the clear 
bounds of the perimeter. 
If Andrew Benjamin’s proposition that the “line 
distributes volume” is true and volume requires 
surface, then numerous predictions of volume were 
made by multiple collaborators early on in this project. 
Even prior to the development of HH01, copious plan 
configurations where explored, many with little heed 
to government regulations, topography or budget. In 
parallel, numerous  studies that sought to define a 
formal strategy were developed through digital surface 
models using boundary representations (Breps). These 
studies were made pre-material, pre-occupation, they 
deploy surface as that which contains volume, which 
establishes the boundary between built and other, 
prior to conceptions of inside or out, of exterior and 
interior. This process was common in the DRAW 
collaborations, but intensified here. In that sense 
these types of design explorations pre-empt what, to 
paraphrase JJ Gibson, are developed as “interfaces ... 
corners, edges, seams, shapes, margins and borders.” 
(Stroll 1998 p. 127). These are the pre- conditions of 
architecture, of built form and have little to do with 
weaving or wrapping and nothing specifically to do 
with ornament nor the crime of deploying it. From one 
of these figures grew the plan configuration of HH01 
which then triggered specific spatial opportunities 
derived from the social diagram. 
Spatial and formal explorations in each of these 
studies are again developed using ubiquitous digital 
models. The breps make explicit that which separates 
“two contiguous states of matter from one another” 
is between material and immaterial conditions (Stroll 
1998 p. 127); this is particularly evident when the 
model is displayed in ‘ghosted/X- ray’ mode which 
simultaneously reveals external and internal planes. 
This process offers the discipline a way to explore 
the complex negotiations between spatial diversity, 
construction complexity, materiality and budget 
capacity in a process primarily arbitrated by surface 
operations. In HH01spatial diversity is richest; HH02 
embraces complexity in space, structure and surface; 
HH03 being an exercise in economy and, in places, 
ambiguity. 
Following the dalliance with complexity in HH02, 
HH03 returns to the general tactics of HH01 albeit 
within a more rational form. Having established this 
strategy early on, much of the design was developed 
in plan, carefully curating the social arrangement by 
creating subdivisions of the primary volume. HH03 
and 03.1 are almost hyper-rational in plan and section 
in comparison with previous studies, in this regard 
Alejandro Zaera-Polo’s 2008 paper “The Politics of 
the Envelope (A Political Critique of Materialism)” 
provides an interesting lens through which to view the 
design development. In it he discusses the idea that the 
“discipline has been split between those who believe 
architecture is a mere social construct and those who 
believe that architecture’s facts are determined by the 
inexorable laws of physics, economics, buildability, 
climatology and ergonomics.” 
 
Fig. AOV4.33 - mass: surface definitions - envelope studies
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The design of this house acknowledges, indeed 
embraces, both. Zaera-Polo’s thesis generally refers 
to much larger, more complex projects in which 
he outlines “four envelope types: flat-horizontal, 
spherical, flat-vertical and vertical” each derived from 
a particular set of social and economic conditions 
(2008 p. 80). None of these specific configurations 
is directly relevant to this project, however Zaera-
Polo’s concept of how building forms (surface/
envelope/space) evolve as a result of the influence 
of external forces is relevant to this project and the 
discipline – these factors play a key role in informing 
how decisions are made in the HH series. The manner 
in which an architect responds to these influences 
through the creation of boundary conditions is the 
subject of the subjective design process itself. 
As with any project government regulations play 
a significant role. Here for example, amongst other 
rules, they set out how close the dwelling could be 
to the road and/or the riparian zone as well as issues 
such as thermal performance. Economics, that is the 
project’s budget (or in this case lack thereof), informs 
structural systems and material choice but does not 
dictate these directly. The boundary representation that 
outlines the long, shallow form is simply one possible 
design response to these regulations. Structural spans 
are minimal for economic reasons and the decision 
to use zincalume cladding is driven by cost rather 
than romantic references to the rural vernacular. One 
might argue that the “building envelope (which) 
forms the border, the frontier, the edge ... is loaded 
with political content.” (Zaera-Polo 2008 p. 77) – and 
that this occurs even before surfaces are deployed to 
define spaces or boundaries are “marked” or affect is 
effected. 
This research evidences that theory does not directly 
dictate design; however clearly demonstrates that 
it can be used as a tool to critically explore design 
development as mode of self-critique. In the design 
development of the Hinterland House we can 
understand the influence of politics and economics 
and also see how surface as boundary has informed 
the design process in the same way that surface’s 
substance might. 
 
Fig. AOV4.34  - enclosure: surface /space studies through poche
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interior surface of each of the unique volumes is 
immediately apparent revealing the idea that each 
room is conceptually its own building hidden within 
the larger entity – a character not unlike the niches 
“carved” from the walls of Borromini’s San Carlo alle 
Quattro Fontane. HH02 also draws on ideas developed 
in the Great Hall (DRAW) and Perch House (AO) with 
its articulated ceiling providing the primary spatial 
device. This tactic is not only an exploration of spatial 
qualities, but an exercise in economics, the premise 
being that the folds of the ceiling are easier/cheaper 
to build than complicated structural connections and 
intricate flashings etc. of an expressive roof – say as in 
John Wardle Architect’s Kyneton Farm House (2007). 
As with HH01, the ghosted model reveals the diversity 
of spaces concealed within the relatively simple form 
of each wing. HH03 is less diverse spatially than 
its predecessors; what the poche drawings clearly 
demonstrate in both two and three dimensions is that 
this diversity remains concealed within the confines 
of a larger entity. 
These diagrams of the Hinterland House succinctly 
illustrate how surfaces, expressed as lines and 
“boundary representations”, are used in AO’s work to 
develop spatial ideas which are more concerned with 
the abstract than the actual. These tools set the rules of 
engagement for detailed design, establishing the intent 
for material implementation and speculate on the 
spatial character. Initially independent of material or 
detail they consider how and where divisions between 
internal and external worlds are marked off (Stroll 
1998 p. 189). Establishing these boundaries is the 
precondition for what happens in the spaces between, 
both through the performance of construction and the 
phenomena of occupation. 
The Agency of Poche 
The poche-like diagrams used to develop and/
or analyse each of these options in two and three 
dimensions depict surface in a precise and particular 
manner. The term “poche-like” is used here to clarify 
that, as observed in the earlier chapter, the use of the 
word “poche” to describe space takes some liberties 
with its etymology, it is exercised beyond the bounds 
of concealing construction methods in black. In each 
of the design strategies’ aims poche is used to make 
explicit the spaces and structures bound by surface 
that delineate between the territory of that which is 
built, one might say the inorganic (built form) and that 
which is not – the organic (the forest/the landscape. 
Space itself, the immaterial, is not built but contained; 
in that sense, space is organic. 
Each option incorporates interstitial circulation and 
gathering spaces, it is one of the ideas that ties these 
three concepts together. Poche diagrams illustrate 
this continuity in two dimensions more than any 
other form of representation. In each option these 
spaces are contained within the perimeter boundaries 
implied by the configurations of roof forms. The level 
of enclosure varies from the boundary implied by the 
edge of a deck, typically with a corresponding eave/
ridge line, to the various levels of porosity facilitated 
by the operable perforated screens. These spaces are 
separate from the ground but connected to external 
conditions of sunlight, temperature, humidity, breeze 
and smell. They have their own surface boundaries 
but also act as “thick” transition spaces, in this sense 
they reference the threshold conditions explored 
in the SES project, Balmain Houses and Plumtree 
Children’s Centre. Whilst tactically this aspect of 
each design option is similar in two dimensions, 
when “space is made solid” in the three dimensional 
models it reveals great diversity. The design process 
here alludes to a question; does one draw/model space 
or material? This research reveals that, in AO’s work, 
in thinking of surface as the boundary between the 
two we are doing both. This is a conceptual shift, one 
that facilitates an alternative method of exploring 
the reciprocal relationship between object and its 
occupation. 
As observed earlier, HH01 is the most spatially 
diverse of these studies. This diversity is apparent 
in plan, legible in section but clearest in the ghosted 
three dimensional model. In these drawings the 
 
Fig. AOV4.37 - interstitial surface /space studies through poche
 
Fig. AOV4.36  - rooms: surface /space studies through poche
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“the interior made solid”
 
Fig. AOV4.38  - volumetric evolutions trough 3D poche
P. 271P. 270
BED 01
LOFT/
STORE
THE ARCHITECTURE OFFICE
TEAM: John de Manincor, Sandra Kaji-O’Grady
COLLABORATORS: Kelly Greenop, 
Jonathan Roberts, Lambert Qui
CONSULTANTS:
Balanced Systems – Luke Haughton (Planning 
and Ecology), Ingineered – Chad Ingels 
(Structure), Home Solutions – Helen Robinson 
(Busfire), David Howard – Energy Partners 
(NaTHERS), Ryan Beavis – Ardill Parnters 
(Civil), CivilConsult – Jason Manser (Geotech)
Credits
P. 273P. 272
04
A filesO
Personal History Diary
JdeM 2015~2019
Volume 05
P/ 277
English academic Jonathan Hill writes; “No 
description can fully explain an architectural 
object, its design process and reception by 
users” (Hill :2006 329), in that sense this 
thesis cannot fully explain the work that I 
have designed, the processes of their creation 
or indeed their reception. This final summation 
of this re-search project will however provide 
the “user” (i.e. the reader) with sufficient 
information to draw their own conclusions from 
the following explanations.
This research indirectly started before I was 
enrolled in the PhD program at RMIT. In practice 
with Adam Russell we sought to find space 
between the mechanics of operating a business 
and the menial tasks of making buildings to 
involve ourselves in the broader machinations 
of the discipline through teaching, writing 
and advocacy. Hill quotes Vitruvius in his 
essay “Building the Drawing”. “Architects who 
have aimed at acquiring manual skill without 
scholarship have never been able to reach a 
position of authority to correspond to their 
pains, while those who relied upon theories and 
scholarship were obviously hunting the shadow, 
not the sub-stance” (2005 p. 11). In my practice 
with Adam we attempted to acquire skill and 
scholarship, seeking substance in both the 
shadows and in the light. My interest in the 
“shadowy” aspects of surface evolved through 
research on material substance – in particular 
the Byera Hadley project on applications of 
recycled materials in the built environment, 
the curation of the Australian Institute of 
Architects’ National Conference “Material” 
(2013) and in my work with Adam (2006 ~ 2013). 
It was through this lens that I began to focus 
on surface in the work completed as DRAW in the 
lead-up to my application.  
LOOKING BACK AGAIN
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This thesis, perhaps like many PhD by Practice 
undertakings, lacks the depth of collaborative 
discourse in its production, whereas the project 
work herein is itself a direct result of such 
dis-course. The work undertaken with Adam 
Russell, was on occasion the result of creative 
friction – I can be deeply combative and stub-
born in the heat of the moment – but such 
friction pushes me in new directions for the 
betterment of the design post-encounter. Adam 
and I were able to push several projects forward 
through this process and spurred each other 
intellectually around the projects. The PhD is 
solo-project; creative practice is not. Similarly 
I am indebted to my collaborators on the 
Hinterland House in terms of logistics, social 
organization etc. However, the academic demands 
of individual authorship are also limiting. I 
have valued the in-put of the PRS community 
and discussions with my supervisor but it is a 
lonely place to spend nearly four years of one’s 
life. The work executed with DRAW and designed 
since, has, as my supervisor Martyn Hook has 
pointed out, a “rabid diversity”. Conceptually 
the approach to the work does not sit comfortably 
with the camp of Australian architects enamoured 
with bush mythology viewed through the lens of 
European Modernism; philosophically it is closer 
to that of Melbourne architects such as Lyon’s in 
its resistance to that discourse.
There’s a certain irony that the Hinterland 
House, the major project I’ve designed since 
this PhD began appears clos-er to the former 
in a formal and aesthetic sense. However, the 
thinking behind it and earlier projects and since 
is closer to the group of architects who studied 
in the USA (Rhode Island School of Design, 
Harvard Graduate School of Design and MIT) and 
worked in these institutions in the early days 
of their own practices and continue to play a 
role in architectural discourse at a global 
level - Tehrani, Moussavi et al. What connects 
me to these practices and a handful of others 
in Australia, is the manner in which I infuse 
architectural theory in my work and via a versa. 
That is to say my practice as a whole is not 
limited to the creation of buildings to recap, 
is a balance mix of ‘researcherly designer, 
part designerly researcher’ (Yee 2017 p155). In 
the realm of re-cent projects from the PhD by 
practice at RMIT this particular piece of work 
draws more heavily on theory to understand itself 
and project that understanding to the discipline. 
P/ 281P/ 280
STUDIES ON, FOR AND THROUGH STROLL
As noted throughout the thesis, the writing of 
Nader Tehrani and Andrew Benjamin have played a 
significant role in developing this hypothesis 
from within the discipline. However the less 
architectural yet more critical influence is 
that of Arum Stroll. A handful of scholars have 
written on Stroll in refence to architecture, 
among them of course is Taylor as well as S. 
Yahya Islami and Anuradha Chatterjee, whose 
essay “Ungraspable Criticality: Surface in 
Architecture” comes closest bringing Stroll’s 
writing into the realm of architecture and the 
hypothesis of this research. Chatterjee notes 
that the “critical capacity of surface derives 
from its physical and conceptual in-betweenness. 
Surface is neither one nor the other, being 
simultaneously deep and shallow, inside and 
outside, and superficial and substantial.” (2017 p 
16.)
Given the clarity that Stroll has brought to my 
work, it is worth recapping the new perspective 
Stroll’s position has brought to it and 
similarly how the methodologies and ideas in 
this thesis provide a valuable contribution to 
the discipline. Stroll notes “It is plausible 
to think of a surface as a boundary … Is “line” 
a boundary word …?”. A key hypothesis of this 
thesis has been the notion that surface is both 
the limit of material and the boundary of space. 
In the Chapter “The Agency of Poche” I discussed 
multiple ways in poche is used in my work as 
both a reflective and generative tool. In the 
creation of a poche diagram in two-dimensions 
one draws a line, a boundary. In that process 
we typically think of that line being the limit 
of some material, generally the surface of a 
wall, floor or roof. That same line immediately 
becomes the boundary the space it contains as 
illustrated so clearly in the Nolli plan. So 
the question is in the process of design are 
we drawing space or substance? Perhaps this is 
the how the abstract ideas of Stroll become 
most relevant to architecture. The detailed 
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Fig. D5.01 - Ghosted interiors made solid
documentation of projects in document illustrated 
through “the agency of poche” make these concepts 
tangible.  Whilst poche itself is not new to the 
discipline, it is not typically used as a method 
to understand surface’s function in architecture 
as that which separates and indeed unites these 
two conditions. 
Stroll’s analogy of marbles is helpful in terms 
of understanding surface’s role in design. “A 
marble is an example par excellence of the sort 
of object that has a surface … we can say that 
their surfaces are smooth or rough, shiny or dull 
… but we cannot say that they are thick or thin 
… Once a marble has been painted, we can speak 
about its new surface and about the properties 
that new surface has.” We might then imagine that 
the surface based approach to design illustrated 
in my work, regardless of its geometry, texture 
or luster, is analogous to that of designing the 
layer of paint, as Mark Wigley “architecture is 
literally in the layer of paint which sustains 
the masquerade.” (Wigley 1992 p 370). The BREP 
(boundary representation), which is deployed 
as the primary mode of imagining built form in 
my work, is an abstract representation of what 
might be painted (even in unfinished materials). 
In Colin Rowe and Robert Slutzky’s “Transparency 
Literal and Phenomenal”  they discuss a passage 
by Gyorgy Kepes which talks about opacity “if 
one sees two figures overlapping one another, 
and each of them claims for itself the common 
overlapped part, then one is confronted with 
a contradiction of spatial dimensions. To 
resolve this contradiction one must assume the 
presence of a new optical quality. The figures 
are endowed with transparency” (1963 p. 45) - 
this transparency of course is a phenomenal one. 
The literal transparency in the digital model, 
or to be more accurate the translucency, where 
planes overlap in particular ways is analogous 
to Wigley’s paint, in this instance water colour 
rather than acylic.
The ghosted model reveals multi-layered surfaces 
and allow me to see surface in a more abstract 
condition and to “project and introject a spatial 
construction” (Vidler 2003 p. 6). I have found a 
relationship in these “transparent overlapping 
planes” where I constantly sense rather more than 
a simple physical materiality is involved (Rowe 
and Slutzky 1963 p. 45). 
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Stroll notes that “surfaces play a key role in the 
process of the direct visual apprehension of external 
objects” (1992 p 5)  For me the key role surface as 
boundary plays a key role in my design method. In 
design surface is the site where I project space, 
volume, performance, aesthetics, narrative and 
meaning. In occupation surface is the vehicle through 
which these same notions are encountered by the user. 
From the perspective of architect in the profession, 
the spaces between are where I deal with physics, the 
logics of structure, the imperative of performance 
and the mess of construction. In many projects I 
attempt to conceal the mess and the logic. From the 
perspective of architect as poet, as philosopher 
perhaps, surface is the medium through which volume 
and object merge into experience.
What we learn from Stroll is that surface filters 
our connection with objects and materials in a 
physical and philosophical manner, he does this 
without resorting to the phenomenological aspects 
of those connections. Stroll’s approach provides a 
means of exploring surface space relationships with 
greater clarity once surface is stripped of its 
moral imperative. In my work I seek that clarity 
through precise spatial modelling and the abstract 
representation of the BREP.  
postscript
POST-SCRIPT
CONCLUSION
This research sought to understand surface space relationships in architecture through the work of my own 
design practice. In the process of situating the work of AO with DRAW amongst contemporary practitioners and 
theorists, that is “on” and “for” design, I have been able to refine existing methods of representation and analysis 
(the ghosted model and the poche drawing) and view them as generative procedures in their own right. In this 
mode I have come to appreciate the line and the face in a way that allows me to construct architectural ideas 
through surface operations that are primarily concerned with establishing boundary conditions as a prelude to 
what happens on these surfaces but importantly between them. 
This thesis establishes a contribution to knowledge demonstrated through both the analysis of existing projects 
and material for the creation of  new work, in particular the Hinterland House. Further, the reflection on this new 
material has offered me new insights about the manner in which I objectively analyse past projects and critique 
new work in production. 
It is the combination of the creative work itself and associated “traditional (read: familiar) research” which includes 
“close readings (and) discourse on theory” that combine to establish the research outcomes of this endeavour 
(Skains 2018 p. 96).  
Through this research I have come to understand surface as a “multifarious condition”; the ‘multifarious surface’. 
This to say surface has multiple readings across the discipline. In this process I  have not aimed to unravel the 
past, or debunk recognised authorities on surface, but to suggest that there is space for alternate readings of the 
same – rather the ambition has been to extend the discussion to add to the contributions of other voices. 
The research offers tangible examples of Avrum Stroll’s concept of surface as boundary condition. Through 
Stroll we are able to consider surface as neither explicitly cladding nor structure, rather simply as a conceptual 
construct. It is simultaneously passive and active, implied as both material and immaterial, affective and effective. 
To think of surface in this manner is a potentially liberating way of conceiving and perceiving architecture, whereby 
idea, volume and form can be continually decoupled from and recoupled to questions of material and construction. 
For example, the surface models and linework that generate the spatial volumes explored in the analysis of the 
UTS Great Hall provide a way in which we can understand the project in way that is completely different to a 
study of the copper-like faces its aluminium lining. Those same design surfaces define the geometric set-out of 
the panels in space which in turn shape the experience of the user. 
This concept provides a new lens through which to contemplate architecture. This liberation might be seen as a 
form of resistance to existing constructs associated with material phenomena, structural logic and surface itself. 
Representations of the ‘multifarious surface’ are typically reductive yet the concept does not favour (nor reject) 
minimalism, surfaces evolve to be left bare or articulated, carved, digitised, electrified, folded or gilded for purposes 
of affect and effect, experience and performance. The ‘multifarious surface’ rejects material authenticity as a 
default position in pursuit of conceptual autonomy, yet acknowledges the constraints of physics and economics in 
a process that, as Albert Kahn suggests, makes distinctions between ideas buildings and buildings ideas. It offers a 
place for other “venturous practitioners” (Blythe 2016) to explore ideas and create architecture ... built or otherwise. 
P. 289
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AOV2.122 - 3D prints, Balmain House 02
Diary Volume 02
D2.01 - Learning from Marickville
D2.03 - Victoria University Facade, Lyons Architects (Image: Dianna 
Snape)
D2.04 - Bridget Riley
D2.05 - Brisbane Girls Grammar,  m3architeture (Image: Jon Linkins)
D2.06 - Moiree concept
D2.07 - Melbourne Recital Hall
D2.08 - Op Art and statutory signage concept
D2.09 -  Concept sketch (UTS Great Hall)
D2.10 -  Graduation Ceremony (Image: Brett Boardman)
D2.11 -  “Mantle” detail (Image: Brett Boardman)
D2.12 -Conceptual render (Barangaroo)
D2.13 - Conceptual render (UTS)
D2.14: - Trump/Clinton
D2.15:- Schwarzenegger / Ianone
D2.16: - Lyons /Godsell
D2.17: - Whiteread / Serra
Diary Volume 03
D3.01 - UTS Great Hall, Conceptual render
D3.02:-  UTS Great Hall, Final material (© Brett Boardman)
D3.03 - UTS Great Hall - the interior made solid
D3.04 - UTS Great Hall - Mantle (© Brett Boardman)
D3.04 - Balmain House 02 - analytical drawings
AO Files Volume 03
Marsden Amenities
AOV3.01 –  Axonometric 
AOV3.02 -  Park View 
AOV3.03 -  Site plan (NTS) 
AOV3.04 -  Floor plan (NTS) 
Venice Biennale Exhibition
AOV3.05 -  Render 
AOV3.06 - Plans and sections 
AOV3.07 - Kit of Parts
AOV3.08 -Ceiling undulations
AOV3.09 -  Render
Perch House 
AOV3.10 - Interior revelations
AOV3.11 - Site Plan 
AOV3.12 - Sectional poche studies 
AOV3.13 - Plan poche studies
AOV3.14 - View from pool
AOV3.15 - deep light penetration
“Whethering” Station
AOV3.16 - Concept image
Fig. AOV3.17 - Mural by Pancho Guedes, 1977. (@Brett Boradman)
AOV3.18- Formal evolution
AOV3.19 - Panel Assembly
AOV3.20 - Bio-composite prototype (©John Milne)
Diary Volume 04
D4.01 -  The Research Accommodation
D4.02 - People and processes
D4.03 - creatures and creek design pondering
D4.05 - pre-design pondering
Fig D4.06 - pre-design pondering
AO Files Volume 04
Hinterland House 01
AOV4.01 –Plan
AOV4.02 - Volume studies
AOV4.03 - Volume studies
Hinterland House 02
AOV4.04 – Plan
Practice in Box Exhibition
AOV4.05  printed volumes 
AOV4.06 cut planes
Studio/Cubby
AOV4.05 - Boolean Diagrams
AOV4.06 - distant view
AOV4.07 - folded facade
AOV4.08 - cut deck
AOV4.06 - folded facade
AOV4.07 - colour reveal
AOV4.08 - thick window space
Hinterland House 03
AOV4.09 - Plan ~ Ground
AOV4.10 – Section 
AOV4.11 – Section
AOV4.12 - Plan ~ Mezzanine (1:200)
AOV4.13  - Section (1:200)
AOV4.14 - view from south west
AOV4.15- Hello House, OOF Architects (© Nic Granleese)
AOV4.16 - UTS Hoardings - anamorphic text facade
AOV4.17 - chevron road sign
AOV4.18 - street number supergraphic
AOV4.19 - anamorphic number
AOV4.20 - chevron concept
Positioning the House
AOV4.21 - HH03 massing in point cloud model
AOV4.22 – material samples 
AOV4.23  - caravan -façade  studies
AOV4.26 - street number supergraphic
AOV4.27 - reflector mock-up
AOV4.28 - Poche progressions HH02 
AOV4.29 - Poche progressions HH02
Fig. AOV4.30 - material studies for veiled landscapes
Fig, AOV4.30  - comparative references
 01. Massing HH01
 02. Shearers Quarters  (John Wardle Architects), 
 03. Facade Study  HH02
 04. Elinbank Research Institute  (Lyons)
 05. Plan HH02
 06 Plan Villa Varoise (NADAAA)
AOV4.31 - HH01  poched space
AOV4.32 - thick shade mock ups HH03
AOV4.32 - preliminary line studies
AOV4.32 - preliminary line studies
Fig. AOV4.33 - mass: surface definitions - envelope studies
Fig. AOV4.34  - enclosure: surface /space studies through poche
AOV4.35  - interstitial surface /space studies through poche
AOV4.36  - rooms: surface /space studies through poche
AOV4.37 - interstitial surface /space studies through poche
AOV4.38  - volumetric evolutions trough 3D poche
Diary Volume 05
D5.01 - Ghosted interiors made solid
PROJECT CREDITS
VENICE BIENNALE
CLIENT: Australian Institute of Architects
PROGRAM: Exhibit
TEAM: John de Manincor, Adam Russell, Marissa Looby 
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BALMAIN HOUSE 01
CLIENT: Private
PROGRAM: Residential Alterations and Additions 
TEAM:  John de Manincor, Nick Sargent, Sally Hsu
COLLABORATORS:  Serrao Smith (Engineers),  Greg 
Burgon (Landscape Architect).
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UTS GREAT HALL + BALCONY ROOM
CLIENT: University of Technology Sydney
PROGRAM: Auditorium, reception rooms & teaching 
spaces  
TEAM:  John de Manincor, Adam Russell, Fransisco 
Layson, Lorraine Yip, Zana Wright, Raffaello Rosselli, 
Nick Sargent, Christoph Steinbach, Leisa Tough.
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“WHETHERING” STATION
CLIENT: University of Queensland
PROGRAM: Pavilion
TEAM: John de Manincor, Muge Bele, Shuwei Zhang, 
Oliver Shearer
COLLABORATORS: John Milne, Michael Heizmann, Ron 
Blackwell
HINTERLAND HOUSE
CLIENT: Private
PROGRAM: Residence
TEAM: John de Manincor, Sandra Kaji-O’Grady
COLLABORATORS: Kelly Greenop, Johnathan Roberts, 
Lambert Qui
CONSULTANTS:
Balanced Systems – Luke Haughton (Planning and 
Ecology), Ingineered – Chad Ingels (Structure), Home 
Solutions – Helen Robinson (Busfire), David Howard 
– Energy Partners (NaTHERS), Ryan Beavis – Ardill 
Parnters (Civil), CivilConsult – Jason Manser (Geotech)
PRS 05 REVIEW






TH
E 
AR
CH
IT
EC
TU
RE
 O
FF
IC
E 
PT
Y 
LT
D
BN
E:
 2
8A
 H
AR
RI
ET
 S
TR
EE
T 
WE
ST
 E
ND
 Q
LD
 4
10
1 
SY
D:
 2
08
/5
3 
GR
EA
T 
BU
CK
IN
GH
AM
 S
TR
EE
T 
RE
DF
ER
N 
NS
W 
20
16
AB
N 
94
12
05
04
65
4 
No
mi
na
te
d 
Ar
ch
it
ec
ts
: 
Jo
hn
 d
e 
Ma
ni
nc
or
 A
RB
: 
QL
D 
47
93
 N
SW
 6
78
7
WW
W.
TH
EA
RC
HI
TE
CT
UR
EO
FF
IC
E.
CO
M.
AU
TH
E 
AR
CH
IT
EC
TU
RE
 O
FF
IC
E 
PT
Y 
LT
D
BN
E:
 2
8A
 H
AR
RI
ET
 S
TR
EE
T 
WE
ST
 E
ND
 Q
LD
 4
10
1 
SY
D:
 2
08
/5
3 
GR
EA
T 
BU
CK
IN
GH
AM
 S
TR
EE
T 
RE
DF
ER
N 
NS
W 
20
16
AB
N 
94
12
05
04
65
4 
No
mi
na
te
d 
Ar
ch
it
ec
ts
: 
Jo
hn
 d
e 
Ma
ni
nc
or
 A
RB
: 
QL
D 
47
93
 N
SW
 6
78
7
WW
W.
TH
EA
RC
HI
TE
CT
UR
EO
FF
IC
E.
CO
M.
AU











WHETHERING STATION
de Manincor, John. 2017
“Whethering Station: thin surface, thick space.” 
Interstices: Journal of Architecture and Related Arts, 
18: 73-79
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SU R FAC E  /  PAT T E R NJOHN DE MANINCORWhethering Station: thin surface, thick space
In Surface Architecture (2002) David Leatherbarrow and Mohsen Mostafavi dis-
sect Gottfried Semper’s well established emphasis on the importance of surface 
for architecture:
the surface of buildings [is] the subject matter of architectural design. The 
autonomy of the surface presumes a distinction between the structural and 
nonstructural elements of the building, between frame and cladding . . . the 
relationship between structure and skin has preoccupied much architectur-
al production . . . and remains contested today. The site of this contest is the 
architectural surface. (Leatherbarrow and Mostafavi, 2002: 7)
This project continues Leatherbarrow and Mostafavi’s “contest” through the de-
sign of a modest pavilion titled Whethering Station.1 The design was developed 
using now ubiquitous parametric modelling software in preparation for a novel 
fabrication process using double curved composite materials developed at The 
University of Queensland’s (UQ) Centre for Advanced Materials Processing and 
Manufacturing. Whilst technically experimental, the work is underpinned by a 
critical position that surface is ‘the’ primary instrument in the conception and 
evolving of built form. 
The design began with an idea—an analogue process, the scribbling of diagrams 
to explore structural and spatial ideas to deploy thin (4–6mm) bio-composite 
materials without framing. A simple line drawing suggested a double curved 
surface with buttressing for rigidity and load distribution akin to the works of 
Frei Otto, Felix Candela et al. Andrew Benjamin (2006) describes the line’s role 
in “projecting” surface as “that which distributes volume … the line becomes the 
architectural correlate to the surface” (14). Whether analogue or digital, the line 
predicts surface, a condition which deﬁnes the object in context and the delinea-
tion of volumes within. 
The line here depicts an idealized form, simultaneously conceptual and tech-
nical. Benjamin suggests that Semper’s design process was the opposite: for 
Semper “the wall [i.e. the frame and its surface] is that which brings about spa-
tial enclosure” (2006: 21). The line’s signiﬁcance in relation to surface and space 
is particularly relevant in the sectional drawing in both the abstract sketch and 
traditional technical documents.2 Design intent is thus understood as both the 
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lines that deﬁne the external extremities of cladding, which in turn establishes 
form, pattern etc., and internally, those that describe linings which demarcate 
programmatic subdivisions and the extent of space—the experience of architec-
ture’s interior. 
Semper’s “frame” is embedded between these lines, at times wrapped tight by 
these membranes as if vacuum packed for economy. In other instances, they 
bulge and billow to meet the line of intent. Myriam Blias “wonders about the 
possibility of an architecture of cladding independent of its structural frame, 
with regard to architecture’s representative role” (1996: 1). She suggests that the 
detail contained in the inner workings of the section remains mute, only ever be-
ing seen in the context of 2D drawings, but adds that “the organization of space, 
the conﬁguration of a building’s envelope and the treatment of its cladding con-
stitute a most important part of what is given to architects to reﬂect upon” (1). 
Conceptually, the Whethering Station obliterates the mute workings of the sec-
tion and explores the possibility of simply building the surface implied by a 6mm 
‘thin’ line. 
Fig. 1 John de Manincor (2017). 
Sectional Concept. [Sketch]
From the initial scribble, the project was developed in the digital environment. 
Working with NURBS and surface modelling tools such as Rhino or Maya high-
lights the abstract nature of surface as a concept by developing ideas about form 
and space which, in the virtual world, essentially have zero thickness. Like the 
outer lines of the 2D section drawing, the distance between surfaces in these en-
vironments can literally follow pragmatic constraints of structure or take on more 
expressive forms. Seyed Islami suggests that “the majority of today’s modelling 
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software is surface-driven, pushing the architects towards designs which exploit 
the thinness and complexity of digital surfaces” (2007: 645).3 The Whethering Station is not the result of a speciﬁc interest in the “inherent ‘vitalism’ of com-
puter-generated series” (Vidler, 2000: 227) nor “parametricism” (Schumacher, 
2009), rather it explores the possibility of spatial deﬁnition through a surface 
without apparent structure. Design through surface modelling of zero or mini-
mal thickness also brings forth parallels with American philosopher Avrum 
Stoll’s “conceptual problem about what counts as a surface”—for instance, 
what constitutes the surface of a lake (the water or the land below?), or, in the 
case of Leonardo da Vinci’s observations on the surface between oil and water 
(1992:196). These natural surfaces without thickness directly correlate to the way 
in which surface is deployed in the digital environment (196). That is to say, while 
the representation of surface in virtual space is a conceptual proposition—rather 
than being an immediate material state—this proposition has direct parallels to 
physical perceptions of space. Thus, the hypothesis here is that surface is that 
condition where materials end and where space, or form, begin. In that sense the 
surface of the Whethering Station, in its completed form, will be the outer mole-
cules of the proposed dichroic paint ﬁnish. 
Therefore, this experimental structure simultaneously explores thinness—thin-
ness as spatial and technical propositions. The project was developed in parallel 
with a small renovation to the School of Architecture at UQ designed by m3ar-
chitecture. The architect’s idea was to draw on the inherent qualities of a mural 
in the space painted by Pancho Guedes (circa 1977) “which tells a story of chance 
meetings, shared ideas and joy” (m3architecture, 2016). 
Fig. 2 Pancho Guedes (circa 1977). 
[Photo Brett Boardman]
IN
TE
RS
TI
CE
S 
18
76
Whethering Station: thin surface, thick space SU R FAC E  /  PAT T E R N
Taking clues from this observation, the pavilion abstracts the faces of the Guedes 
mural in plan, whilst in section, the double curved enclosure notionally repre-
sents the ﬂowing hair of the protagonists matted together to create a sheltered 
seating space for casual conversation—a place to ask questions “whether” some-
one else is present or not. One reading of the work is that its billowing form is 
comparable to Semper’s textile analogies. However, the research attempts 
to invert Semper and even Adolf Loos’ ideas of wrapping over a “core-form” 
(Hartoonian, 2004: 47), so the pavilion has no frame, with cladding and struc-
ture melding to deﬁne enclosure. Monica Ponce de Leon and Nader Tehrani 
expressed a desire to redeﬁne tectonics as both “the apparent and ﬁnished mem-
branes of construction, and, importantly, their subsequent eﬀects” (Ponce de 
Leon & Tehrani, 2002: 24). Here these membranes are tightly compressed; the 
tectonic is equally the formal proﬁle and the implied mass of its interior.
Fig. 3 Design Evolution [Design: John 
de Manincor. Image: Shuwei Zhang]
Beyond metaphoric and spatial aspirations, this project deploys a unique fabri-
cation method. The shell was formed of two layers of 3mm thick bio-composite 
sheets comprising bio-resins reinforced with woven hemp matting. Each layer 
was arranged in an oﬀset grid of panels up to 600mm square. Panels were lam-
inated together with the complex curvature forming a self-supporting structure 
stiﬀened by the undulating buttressing of the form in a manner akin to Eladio 
Dieste’s Church at Atlantida in Uruguay (1952). To fabricate the double curved 
composite materials would normally require formwork or moulds to establish 
and maintain desired geometry during the curing process. The constantly shift-
ing geometry of the surface would thus need more than 150 bespoke moulds. It 
would be feasible to create such moulds by milling expanded polystyrene with 
a CNC machine or robotic arm, or by forming plywood diaphragms. However, 
as the project is a one-oﬀ the moulds would be disposed of potentially as land-
ﬁll or at best—in the case of polystyrene—recycled. Termed the Pixel Table, 
the system was developed with UQ’s Composites Group. Taking clues from a 
child’s nail impression toy, each rod on the table can be vertically adjusted to the 
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geometry determined in the design model using a robotic arm. Analyses in the 
digital model identify where the design curvature exceeds the minimum radius 
that the pixels can form and the design model adjusted accordingly. Each panel 
is vacuum-formed on the Pixel Table then trimmed using a water-jet cutter.  The 
butt-joints between panels were taped and set then ﬁnished with heat sensitive 
dichroic paint.
Fig. 4 “Pixel Table” and robotic arm 
[Photo: Shuwei Zhang]
Fig. 5 Biocomposite prototypes 
[Photo: John Milne]
Questions of “why surface?” are well documented in the writing of Avrum Stroll. 
In his essay Reﬂections on Surfaces (1992), he refers to J.J. Gibson’s ideas of per-
ception through surface:
Why, in the triad of medium, substances, and surfaces, are surfaces so 
important? The surface is where most of the action is. The surface is where 
light is reﬂected or absorbed, not the interior of the substance … the surface 
is where vibrations of the substances are transmitted into the medium. (192)
Hence, there is little or no interior substance to the material that deﬁnes the Whethering Station. It is the curious geometry of the surfaces and the space they 
deﬁne that transmits the “action”; that “action” is, of course, open to interpre-
tation by those who engage with it. For Nader Tehrani and Monica Ponce de 
Leon of Oﬃce dA, the alibis for the arbitrary in their work is critical. As they note, 
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“one’s alibi may be false, a mere pretext to get away with the crime” (Ponce de 
Leon & Tehrani, 2002: 22). It is acknowledged that the selection of the metaphors 
derived from the aforementioned Pancho Guedes mural outlined by m3architec-
ture is a somewhat arbitrary means to generate “action”. It is simply a starting 
point, the alibi to generate and test conceptual ideas concerning surfaces, and in 
turn, to develop new modes of fabrication.
Fig. 6 Wethering Station (2018). 
[Design: John de Manincor.       
Image: Oliver Shearer]
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Endnotes1 NOTE: The spelling of Whethering here is intentional, this modest project creates spaces where conversations might occur, where questions might be asked, whether or not these questions can be answered is entirely up to the users.2 The term “traditional” here intends to be provocative, as construction documentation is undergoing radical change with the proliferation technologies like 3D pdf ﬁles and ﬁle-to-factory processes.3 Based on this observation it would be reasonable to argue Islami is referring to NURBS or surface modelling packages such as Rhino, Maya or AutoCAD, rather than the solid forms of say a Revit model.
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